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Abstract 
 
This  thesis  explores  the  question:  What  are  the  significant  emotional  connections  between 
consumers and  their  furniture, and how do designers engage with  this?   Due  to  the nature of  the 
question it has been necessary to explore literature across various different faculties.  Therefore the 
literature review covers a wide spectrum of research and methodologies exploring the significance 
of the psychological factors (especially emotions) in the designing and consuming of furniture. 
This has enabled the author to identify the main factors within the thesis; design, the consumer and 
emotions each are discussed  in detail.   The  relationships and  connections between each are also 
investigated.   The research also  identified that due to the various types on furniture available, only 
one could be evaluated for this thesis; therefore the branch of furniture studied is chairs.   
Using  the  research  carried  out,  a  methodology  was  created  in  order  to  carry  out  a  practical 
exploratory chair study.   This  involved  identifying  five categories of chairs, and selecting one  from 
each, and then staging a suitable environment to carry out the trial.  Participants were then asked to 
interact with each chair, whilst at the same time answering an  in‐depth verbal questionnaire.    The 
purpose of the trial was to establish  if each of the chairs evoked any emotional connections to the 
participants and if so what types of emotion.  The results of the trial were then analysed, from which 
conclusions were able to be deduced and a consequence of the study was discussed. 
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Chapter 1. Introduction 
 
The reasons for undertaking this research project come from a long standing interest in the 
relationship between the designer and the consumer; from an interest in the psychological 
aspects of these relationships (especially emotion) and the resulting products; and a desire to 
consider ways of engaging furniture designers with the emotional concerns of consumers and 
their more covert desires. The main question to be addressed is: What are the significant 
emotional connections between consumers and their furniture and how do designers engage 
with this? 
To consider and assess this question I have made a wide trawl of the literature, evaluated 
competing methods of analysis and evaluation of design and emotion. This was followed up 
with a ‘live’ trial to draw conclusions as to the relationship between emotion design and the 
consumer. This thesis is based on research documenting the work carried out during the 
period 2005-2008, whereby the author undertook a consideration of the significance and an 
evaluation of psychological factors (especially emotions) in the designing and consuming of 
furniture.  The branch of furniture studied is chairs, which are specifically focused upon later 
in the thesis. 
 
The main questions considered are:  
 How do designers work to create goods that will be better suited to people’s needs? 
 
 What do consumers want from their furniture products?  
 
 What are the connections between psychology and design and specifically emotion 
and design in relation to furniture? 
 
 How significant are emotions in the design and consumption of furniture?  How can 
we measure pleasure?  
 
 How can we improve upon emotional connections? 
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The aim of this research is to understand and evaluate the importance of emotions and how 
they can be used to provoke stronger, deeper pleasurable responses for the user and to 
identify specific factors which evoke certain reactions, such as attachment, moral satisfaction 
and excitement.  The fundamental core of this project is to understand the consumer within 
the context of emotion in relation to furniture design.is to generate new knowledge about the 
relations between emotions and furniture design. This will be achieved by considering 
emotions and then exploring how pleasurable connections between the furniture and the user, 
can be evaluated.  The second chapter explores the literature around the topic and 
contextualises it.  The third chapter explores existing research and investigation into different 
methodological approaches towards understanding the connections between design, 
consumption and emotions and introduces the methods to be used in the case study.  This 
framework has helped to establish key factors within the research context and identify the 
approaches necessary for the case study of chairs, which was undertaken to test and evaluate 
the issues raised.  
The review of the literature considers the three main areas of the research; psychology and its 
relationship with design; emotion and design; the consumer and their choices. 
In the following chapter the methodologies that have been considered and applied will be 
explained as these are crucial to an understanding of the research undertaken as well as 
providing a broader framework.  In this study a qualitative and quantitative data research 
technique has been used.  Qualitative refers to data which is described in terms of qualities 
and characteristics.  Contrastingly quantitative refers to data which is described in terms of 
quantity which is more specific usually represented using numerical figures.  The 
methodology for the trial in this study collects qualitative data by asking participants to rate 
their perceptions.  This is then amalgamated and analysed in order to produce quantitative 
data, from which specific qualitative findings may be deduced.  The next three chapters 
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present an analysis and consideration of the wider body of work on design, consumers, and 
emotions, to locate my quantitative research in a qualitative arena.   
It is important at this point to define the meaning of psychology, emotion and consumers to 
this study, as they are each fundamental to this research.  Psychology is an academic and 
applied science which investigates the phenomena of mental and emotional life. It relates to 
perceptions, cognition, emotions, personality, behaviour and interpersonal relationships. An 
emotion is a mental and physiological state linked to a diverse array of feelings, thoughts and 
behaviours; it is also linked with mood, temperament and personality.  Emotions are 
subjective experiences, or experienced from an individual point of view.  Emotionalism 
means a tendency to rely on, or place a lot of value on, emotion.  Consumer refers to any 
individual that uses goods and services generated within the economy, in this study it refers 
to the use of chairs. Consumerism is the equation of personal happiness with consumption 
and the purchase of material possessions. 
Through the case study I will also show how research already undertaken in other fields can 
inform the analysis of the design of chairs.  In my conclusions, I will draw out what the 
findings imply (theoretically, methodologically, and substantively).  In this way, I will show 
how my work makes its contribution to knowledge.  The results of the study might help 
towards gaining an understanding of how emotions can be used to improve pleasurable 
connections between furniture and their users.  It may be possible that these results can be 
used to develop the opportunities for manufacturers and designers to produce sustainable 
furniture that can satisfy on a range of psychological as well as physical levels, thus 
improving consumer experiences.  As the title suggests, this investigation will be considering 
psychological factors, especially emotion, from two angles - that of the designer and that of 
the consumer, as both have important inputs into the creative process. 
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Chapter 2.  Contextual Literature Review 
 
Introduction 
What are the significant emotional connections between consumers and their furniture and 
how do designers engage with this? The purpose of this literature review is to investigate the 
major research in this field, to briefly synthesize the results into a summary of what is known, 
to identify areas of controversy in the literature and formulate questions that need further 
research. This means that a range of other disciplines will be considered, as the topic of 
design, consumption and psychology is clearly inter-disciplinary.  The objective of this 
review is to gain an understanding of the different fields surrounding the topic and how they 
relate to one another.  This cross fertilization will enrich the study and provide connections 
that may be useful.  This process has been critical in identifying the most fundamental 
factors, which create the core foundation to this study and which are researched further in this 
investigation. 
This investigation into the significance and evaluation of psychological factors (especially 
emotions) in the sustainable designing and consumption of chairs, is intended to focus 
thinking about the relationships between them with the intention of making further 
connections, so that the potential synergies might be developed into formal frameworks of 
ideas and eventually, actual products. 
This process is important for a number of reasons: 
 
 The importance of emotion as an aspect for consideration within the field of design is 
progressively growing. 
 
 Consumers are becoming more aware than ever before, of issues surrounding the 
products they purchase and consequently are becoming far more demanding. 
 
 Consumers are now pursuing products including chairs which bring them pleasure 
and enhance their lives, as well as fulfilling their functional needs. 
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 The hierarchy of consumer needs now clearly includes not only function and 
reliability, but also high level needs that reflect concerns for ecologically sound 
products that also give pleasure. 
 
This thesis investigates how important the concept of emotions is within the design of 
products and how it may be used to induce more pleasurable emotions to the user, through 
interaction, to provide a more gratifying experience.  The focus of this thesis is therefore 
concerned with how significant emotions are to the design and consumption of chairs.  In 
order to do this, it has been necessary to carry out comprehensive investigations into the three 
fundamental aspects of this study, which are; design, emotions and consumers, all linked by 
the common factor of chair design.  Each subject has been approached by considering the 
issue itself, and how they relate to one another, the theories behind each of them, and how 
they can contribute towards developing a more holistic approach to the design process, 
therefore creating more meaningful products. 
To prevent the research from being too restricted and compressed, the initial stages of the 
research, particularly in the literature review, explores products and the relationship between 
each subject; design, emotions and consumers in general terms.  This has allowed an 
overview approach to be taken, which has enabled the thesis to be more objective and open 
minded in terms of the various approaches, frameworks, theories and models taken by 
various different fields, which will later be applied to chairs. Benefiting from the broad initial 
generalized view, the later stages of the study have taken on a more focused approach, 
concentrating on the particular question of the thesis.  
 
How do emotions affect the design and consumption of chairs 
This is addressed qualitatively through application of theories of design and emotion and 
quantitatively through trials.  Two exploratory chair trials have been carried out and 
analyzed, and using the findings of the research of the study, in collaboration with the results 
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of the trial, a conclusion is drawn and discussed, with a view to how this work may be used to 
develop further research. The contexts of the research, psychology, emotions and consumers 
are introduced in the following sections. First of all what is design in this context? 
 
2.1 Design 
 
It has been suggested by Buchanan, that design originates from one of the following four 
initial stages: 
 Some claim design started in the twentieth century when new boundaries of design 
philosophy where established. 
 
 Some argue the Industrial Revolution and the implementation of new machinery in 
production and the work community was when design began. 
 
 The prehistoric age is when others claim design began, when primitive humans drew 
pictures and made usable objects. 
 
 Others argue the initial act of God was when design began, when he created the 
universe.  “God represents the ideal model of a creator which all human designers, 
knowingly or unknowingly, strive to imitate” (Buchanan, 1995, p27) 
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Figure 1:  Schematization of the origins of design. 
 
Other interpretations of the origins of design are symbolised in a schematization as in the 
figure above, which implies an intriguing relationship between them, and possible 
contradictory opposites.  Theoretical viewpoints regarding design can often be identified by 
which of the origins an individual bases their work upon.  Everyone views design history, 
practices and theories in a different way, which explains the manifestation of pluralism 
regarding design methodologies.   
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There are two factors which influence the possibilities and spirit of the contemporary world 
we live in, they are;  
The pluralism of principles, which have guided designers in exploring the human-
made world and the pluralism of conceptions of the discipline, which have provided 
new instrumentalities for such explorations (Buchanan, 1995, p28). 
 
Individuals are motivated by the development of different aspects of their social 
understanding which linked to their specific experiences influences the design discipline and 
its results.  “This makes design an essential element in a new philosophy of culture, replacing 
the old metaphysics of fixed essences and natures which Dewey critiqued, throughout a 
lifetime of work directed toward the experimental nature of inquiry, after the philosophic and 
cultural revolution at the beginning of the twentieth century” (Buchanan, 1995, p27).  This 
puts design clearly at the centre of culture and society.  This idea is not new. 
After the First World War, one of the first people to identify design as a new technological 
culture was Walter Gropius; he acknowledged a fresh generation of architects had to be 
educated to prevail over the devastating rift which had transpired between idealism and 
reality.  “Thus the Bauhaus was inaugurated in 1919 with the specific object of realizing a 
modern architect art, which like human nature was meant to be all embracing in its scope.  
Our object was to eliminate the draw backs of the machine without sacrificing any one of its 
real advantages” (Gropius, 1935, p19-20).  He maintained this was not a total answer to the 
many difficulties of the industrialised world.  However he believed it would rejuvenate the 
philosophy of design and instigate innovative ways of pluralistic investigation into art and 
human nature.  
Life stages have been dehumanised by the emergence of mechanisation, but the Bauhaus 
presented new innovative methods of expressing human characteristics and values, making 
9 
 
them a fundamental factor in designing for the human environment we live in.  John Heskett 
has suggested that, human power to control and shape the surroundings we live in, has 
become so great that it can be said that we are creating a man made world and the way we 
live, or aspire to live has changed drastically (Heskett, 2005). 
Adrian Forty has also highlighted the position of design in society in his Objects of Desire.  
He believes so much attention has been given to making things beautiful within design it has 
become a phase of history, of capitalism and been an integral factor in generating industrial 
prosperity.  The way things look is absolutely what design is about for Forty, but this is not 
only about idyllic beauty; it is also about incorporating ideas to make a product marketable 
and successful,  the particular task of design is to bring about the conjunction between such 
ideas and the available means of production. (Forty, 1986).  All through history, the 
appearance of an object and advancing methods of creating, have shaped the progression of 
the design process, this has added to both the physical and psychological aspects of human 
life.  The method of “human life is seen as progressively complicated by a hierarchy of 
human needs, ascending from the physical and biological, to the emotional and 
psychological, to the spiritual – the most refined of the emotional needs of the human  
animal” (Buchanan, 1995, p50).  Humans naturally make use of the materials that surround 
them to fulfil all of these needs, and this constitutes ‘design’.    
According to Buchanan, “There are three basic elements that contribute to the development 
of design in the contemporary world, (Buchanan, 1995, p50) which are; 
 Technological, production, and material advances. 
 Understanding the desire of form.  
 Comprehending the psychological, cultural and social requirements. 
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In order for designers to advance and improve upon new designs, to meet the needs and 
requirements of the ever evolving consumer competently, each of the above needs careful 
consideration, as clearly the role of emotion features here.  As history passes and society 
changes consumers’ needs and perspectives evolve.  Functionality may once have been the 
most important element of design, but function is now taken for granted.  Consumers now 
want fulfilment at a deeper more meaningful level and one of those is to feel desire for the 
form of products, within their own right, as if they were a piece of art, which just also 
happens to facilitate its function brilliantly.  Another way of fulfilling consumer’s needs at a 
more in-depth, meaningful level is to adhere to their psychological, emotional and spiritual 
needs.  To do this requires the designer to fully understand for whom they are designing; this 
involves investigation into the consumers’ culture and society, to discover how they live, the 
things that inspire them, their dreams and aspirations.  Only by gaining such an understanding 
is it possible to comprehend people’s social, cultural and psychological needs and 
requirements.  The psychological aspect of design is an in-depth and complex topic, as it 
includes many related issues, most of which are of a delicate nature, making them difficult to 
fully understand.  To aid this process, methodologies, models and frameworks have been 
created to help clarify psychology within the design process. 
The psychologies of design are concerned with function (extending/enhancing human action), 
signification (attachment, social position etc), knowledge; aesthetics (emotions) and 
mediation (enable or enhance communication). 
One example of this process is Rhea’s work on modelling customer experience (Rhea, 
2003).Rhea’s design experience model is a useful approach to connecting design to 
consumers’ aspirations and emotional needs.  The model has concerns for: 
(a) Life context (ways of living, behaviour, cultures, concerns, beliefs) 
(b) Engagement (awareness of product, attraction, communicate key attributes and 
values) 
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(c) Experience (use and function, provide pleasure, ‘fit with life’, nice surprise idea) 
(d) Resolution (reflection on experience, lasting impression, begin cycle again or not) 
It is clear that emotional experiences feature prominently in design in thinking and planning, 
through all of these contexts. 
 
2.2 Design and Psychology  
 
Psychology is an academic study relating to the scientific investigation of behaviour and 
psychological processes and relates to issues which contribute to human activity, such as; 
family, education, employment, and the treatment of mental health problems.  In an attempt 
to examine the fundamental physiological and neurological processes and the roles different 
elements play in individual and social behaviour, psychologists examine factors such as; 
cognition, perception, personality, interpersonal relationships, behaviour, and emotion. 
One of the first psychologists to endeavour to piece together what was known about the role 
of the nervous system in emotion and peoples responses was psychologist D. E. Berlyne, 
(1960).  At the core of his approach was the concept of arousal.  This approach met with 
critics who argued that emotions engage in a huge range of levels of arousal, yet such 
severity of emotion is an unusual response.  It was agreed that very strong emotions are 
evoked, but others disputed that the majority of our interaction with the designed world does 
not result in such extremes.  Mandler defends Berlyne’s position, by saying that changes in 
the level of arousal may be more significant that it’s absolute level in mediation responses 
(Mandler, 1975).  An out of place or startling occurrence will generate an adjustment in 
arousal, and it is the scale and pattern of this adjustment, not the total level of arousal, that 
regulates the pleasure that is gained.  Therefore it is possible that products which integrate 
alluring, desirable qualities into their designs are more likely to induce deeper levels of 
arousal to the user; however the actual level of arousal which is reached by the inducement of 
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the product is not the determining factor of the emotions experienced.  Unforeseen and 
surprising elements of a design will cause a change in the levels of arousal, and it is the 
enormities of the actual change itself which determines the pleasures that are experienced. 
This is because the unexpected and surprise are categorized as variables, as they entail 
evaluations to be made regarding the present and past experiences. 
Psychology generally has become increasingly concerned with the psychological process that 
motivates behaviour, particularly, in the deep-rooted psychological predicament of what it is 
that differentiates one emotion from another.  Psychologists seemed to think that changes in 
arousal levels alone were not adequate to differentiate between emotions: cognitions, values 
and attributions also need to be taken into account. 
“Although it requires further processing and understanding  an environmental occurrence will 
extract a undistinguished condition of arousal, however this involves additional ‘processing’ 
and further understanding of its consequence, specifically to the person’s memories prior to a 
specific experience occurring” (Mandler, 1975).  He believes that it is a disturbance in a 
sequence of cognitive processes which produces stimulation of the autonomic nervous 
system.  When expectations of the world, or the model of the world leading a person, are not 
matched with the actual conditions of the world, a significant interruption occurs (for 
example, sitting on an object that looks soft but is unyielding is disconcerting).  This 
corresponds with Berlyne’s explanation, that experiencing the unexpected, surprise or 
incongruity, causes changes to the levels of arousal to be produced. 
However the prominence has moved to researching the inner model of the person’s world.  
Whilst it is recognized that it is helpful to conceptualize models into components, which 
symbolize environmental convention, they are still only “abstract representations of 
environmental regularities” (Gaver and Mandler, 1987, p264) they are not actual experiences. 
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Peoples different experiences of interaction with the world are used to create components 
known as ‘schemas’, which is a learning theory which perceives classified knowledge as an 
elaborate system of academic mental structures which symbolize ones understanding of the 
world.  Many have the same or similar characteristics, such as certain cultures and social 
circles provide shared environments, however people experience environmental events in 
very different ways.  Because people are unique and everyone’s experiences of life are all 
different, schemas are specific to each person. 
Schemas are theoretical mental structures which are built, using different experiences; but 
they change and develop with new experiences.  Schemas are methodical categories of 
meaning; psychologists like Mandler are suggesting how meanings are structured in the mind 
(Mandler, 1975).  Using these theories researchers can try and understand how people react to 
objects. 
For example, responses to furniture (Whitfield and Slater, 1979) and buildings (Purcell, 1984; 
1986) have used similar methods.  A group of students were asked to look at a series of 
photographs of houses and churches.  Each was then rated as to how attractive, interesting 
and to how much the image told them, how much like a house or church the object shown 
seemed.  Results showed that the closer to an archetype the object was, the more attractive it 
was seen to be.  However, the least archetypal houses were rated as being the most 
interesting.  Attractiveness was linked to interest; the least prototypical designs were, the 
most interesting and attractive for these students.   I will return to this idea later.  People’s 
reactions are not limited to objects.  Allen Carlson (Carlson, 2002) considers that: 
Aesthetic appreciation is not limited to art; it is frequently directed towards the world at large.  
This is the world that surrounds humans in their day-to-day existence and thus constitutes the 
everyday environment: the world in which people work, play and live.  The aesthetic 
experience of this world is the subject matter of environmental aesthetics. This area of 
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aesthetics focuses on philosophical questions concerning appreciation of the world at large 
and, moreover, that world as it is constituted not simply by particular objects but also by 
environments themselves.  Therefore, environmental aesthetics extends beyond the narrow 
confines of the art world and beyond the appreciation of works of art to the aesthetic 
appreciation of human-influenced and human-constructed as well as natural environments. 
These ideas all reinforce received wisdom as to what is ‘attractive’, what might be exciting 
and what one can live with.  Purcell, (1986) believes inconsistency or dissimilarities between 
the characteristics and values of a currently experienced object or event is what elicits an 
emotional response.  Therefore a product needs to be innovative and offer something new and 
unexpected, it needs to break away from standardization in order for it to induce emotional 
pleasures to the user.  The results of Whitfield and Slater and Purcell above, demonstrate a 
greater interest in the unusual over the typical. 
Such approaches met with disagreement.  Psychologist James Gibson believed that 
perception does not need any intervening information being produced.  In 1977, in an article 
‘The Theory of Affordances’ he originally introduced the term ’Affordance’.  This refers to 
the quality of an object, or an environment, which enables an individual to perform an action. 
Gibson defined affordances as all "action possibilities" dormant in the environment, 
objectively quantifiable and independent of the individual's ability to identify them, but 
always in relation to the actor and therefore reliant on their competence.  This concept has 
been predominantly significant in the field of product design and ergonomics.  When an 
objects ‘affordance’ is closely linked to its function, its performance will be superior.   
In 1988 Donald Norman adapted the term affordances in terms of human–machine interaction 
to relate to just those action possibilities which are identifiable by an actor. In his book ‘The 
Design of Everyday Things’ Norman uses the concept of affordances to propose how one may 
interact with an object.  The concept is subject to the physical competence of the actor, but 
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also on their aspiration, approaches, values, beliefs and past experience.   If an actor steps 
into a room with a chair and a ball, Gibson's original definition of affordances enables the 
possibility of the actor throwing the chair and sitting on the ball, because it is objectively 
potential. 
Whereas Norman's definition of affordances apprehends that it is probable that the actor will 
sit on the chair and throw the ball. Norman's affordances allow the user to use their past 
experiences.  This though has some repercussions in terms of how people use seating for 
example, people will analyse new affordances based on their experiences of using seating, 
and what is familiar to them, therefore any more innovative approaches may be judged 
unfairly because people may not have shared past experiences with them.  
It has been disputed by Zajonc (1980) that preferences do not need complicated practices 
such as schemas and prototypes, which are accumulated representations of data.  Zajonc 
believes emotional responses are instant, consequently, rationalization and clarification to 
such responses occurs afterwards.  It is only then, people can try to explain or justify their 
responses through psychological processes, via thoughts and considerations for example.  To 
substantiate his point of view Zajonc carried out several studies, in which participants were 
shown various items of stimuli, each was shown for a varied amount of time, but each 
showing was less than a second.  Participants were then asked to rate the items as to how 
familiar they were and if they liked them.  Results showed that regardless of whether or not 
they were recognized, the most encountered stimuli were the items the participants most 
liked. This research (and other work) has been adopted by designers to try and make sense of 
how psychological factors influence choice for example.  
The fields of human factors, human-computer interaction and environmental psychology, 
have long brought design and psychology together.  Psychologists continue to collaborate 
with designers on projects to enhance and develop innovative designs, that people can engage 
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with and researchers continue to carry out various studies relating to visual perception and the 
real environment.  Design is increasingly becoming more sophisticated and proficient.  As 
more complex research methodologies and their findings on the interaction between humans 
and designed objects develop, design academics are looking to psychology and relating 
fields, such as sociology and anthropology, to help in their research. 
In order to achieve successful design solutions designers have had to develop their enquiries 
across these different faculties and work together to make the best use of research (Benson, 
2006).  It is now being recognised how significant the two faculties Design and Psychology 
are to each other.  It is “too bad the phrase ‘intelligent design’ is already taken.  It would be 
the perfect name to capture the exciting collaborations taking place at the intersection of 
psychological science and design” (Benson, 2006, p21). 
The field of design is progressively becoming accomplished, in an attempt to find new 
advanced research methodologies and indispensable findings relating to the interaction 
humans have with the world of human objects.  Design lectures are increasingly focusing 
studies towards psychology.  Many design programs are implementing psychological 
approaches as a way of improving the design process.  The Institute of Design in Chicago 
encourages students to use psychological methods and consider perceptual psychology and 
communication design, as a way to solve the design problems.   
Universities are not alone in turning to the discipline of psychology; many companies are 
now applying psychology and behavioural science methods to improve design practice.  
However crossing over the discipline areas can be complex, as there are fundamental 
distinctions between the academic and practical practices of designers and research 
psychologists.  A designer’s objective is to create better products (that sell) to improve 
peoples’ lives, whilst psychologists are concerned with improving the understanding of 
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human behaviour.  Regardless of such conflicts the collaborations between the two 
disciplines are clearly advantageous.   
In order to create products which connect with the user on every level, functionally, 
spiritually and emotionally it seems obvious that designers need to collaborate with 
psychology practices to gain a better understanding of the people they are designing for.  
Psychologist, Liz Sanders has advised that “designers need to move beyond the paradigm of 
‘user-centred’ design- which assumes that the object or image is the focus of the relationships 
experiences” (Benson, 2006, p23).  It is only by having a more in-depth understanding of the 
people they are designing for, their hopes, aspirations and behaviour is it possible for 
designers to create products which truly fulfil their needs and induce emotional pleasures to 
them.  
 
2.3 Emotion and Design in Theory 
 
The role of emotion in relation to design is now being increasingly considered in academic 
and design consultancy situations; designers have acknowledged that the psychological 
aspect of the design process cannot be ignored and has to be addressed.  Consumers are also 
becoming increasingly demanding and aware; they require far more than functionality alone, 
consumers now require their emotional needs to be met too.  
The subject of design, emotion, and their relationship has become one of significant 
importance within the design industry over the last ten years.  As the literature review will 
demonstrate, considerations of emotion as part of product planning, production and 
marketing, play an important part in creating a product that will stand out as being more 
attractive to the purchaser (or not, depending on their emotional response to it).  
Acknowledgement of this link between design and emotion was made in 1999, when the first 
Design and Emotion Conference was held at Delft University.  This was a response to a clear 
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demand for an intellectual focus from a range of differing but related researchers, who were 
in the field.  Therefore at this conference the Design and Emotion Society was created as a 
way forward to broaden knowledge on the subject.  Every two years further conferences are 
held globally and speakers from all over the world are invited to present new findings and 
share their views and information.  The topics are very broad, ranging from ‘Design for the 
Senses’ to ‘Irrational aspects of Technology’ but in different ways they all relate to how, as 
humans, we interact and respond to different products through our emotions.   
The aim of the Society is to be a platform for researchers and to inspire additional research.  
Although much has been written about the psychological and emotional aspects of design, in 
relation to its relevance and impact on computers, products, and vehicles, to date it seems 
there has been very little written on how furniture design is affected by these aspects 
including emotions, therefore confirming the need for more research on the subject. 
Following several successful conferences held by the Design and Emotion Society, “we 
observe a worldwide acknowledgement of the significance of the area of design and emotion” 
(designandemotion.org) and a new design movement has been born. 
For example, the ENGAGE project (funded by the European Commission under the 6th 
Framework Programme and steered by a consortium made up of 21 partners from 9 European 
Countries focused on the field of design and emotions) defines the connections between 
emotion and design: 
Design for Emotion: studies the emotional experiences of users when interacting with 
products, as well as the emotional meanings users evoke from them.  It involves 
valuating how different qualities within products influence and evoke different 
emotions.  In this context emotion is a subjective experience of the user; it is not a 
design characteristic (Engage, 2005). 
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The fall-out associated with these apparently new approaches is evident.  Lecturer Dr Aren 
Kurtgozu has pointed out that the “birth of each innovative design movement is similar to a 
rush of blood to the head, with exceptionally strong concepts founded upon yet to be 
confirmed, articulated cultural assumptions.  Each emergence is premature, as it is not yet 
understood and prepared” (Kurtgozu, 2003). 
Modernism as developed from the 1920s seemed to offer a way out of the design dilemma 
that was perceived to exist then.  “In accordance with this view, the subject, comes to power 
as the one who exercises authority and rules over the world of objects through the 
constructive knowledge obtained by reason, after having been divided from nature and 
liberated from the authoritarian powers of mythic forces” (Kurtgozu, 2003).  This view 
aligned itself to the predominance of function; however the emergence of ergonomics 
indicated the limitations of functional design.  Although this field accomplished a state of 
supremacy, by apparently offering unlimited fulfilment through the new prosperous 
consumer’s society, it actually met with dissatisfaction, because it failed to address other 
needs, including emotional ones. 
From the 1960s a post-modern position developed:  “declaring the end of the humanist, 
universal, it is the linguistic philosophy that was responsible for the de-centering of the 
subject” (Kurtgozu, 2003).  The revaluation of Saussure’s’ configured linguistics was 
responsible for this shift, which involves the re-coding of various cultural behaviours.  “This 
recoding was due to leading figures of French intellectual milieu such as Jacques Lacan, 
Claude Levi-Strauss, Roland Barthes, Louis Althusser and Michael Foucault.  “The common 
denominator among these various figures was their repositioning of the subject as the one 
who is, determined by and born of larger structures of meaning of which she or he is not 
aware” (Kurtgozu, 2003,p52). 
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Although they may have articulated it in different ways they shared a similar perspective, for 
example, the elimination of man is what Michael Foucault predicted in 1966 “Like a face 
drawn in the sand at the edge of the sea” (Foucault, 2000,p387).  At the time, because the 
eliminating of the subject was seen as prospective for both political and individual liberation, 
these views were acclaimed.  These new forces devastated the unity and ended the concept of 
the universal subject, thus freeing individuals to express themselves as they wished.  At this 
point production and consumption was viewed as being supplementary.  Products were again 
recognised as having a “hierarchical signs of meaning” (Baudrillard, 1981).  Objects had to 
go through an experience similar to that of the Cartesian subject for the status of sign to be 
understood. “An object is not an object of consumption unless it is released from its psychic 
determinations as symbol; from its functional determinations as instrument; from its 
commercial determinations as product; and is thus liberated as a sign to be recaptured by the 
formal logic of fashion, i.e., by the logic of differentiation” (Baudrillard, 1981, p67).  It was 
said that it was unlikely for one to genuinely experience an object; this was because of the 
culture, in which objects exchanged between themselves.  This appears to be the triumph of 
the sign (within objects) over the subject who uses them.   
An occurrence which emulated this move in the practice of design was the re-emergence of 
styling. The emotional significance of 1930s Art Deco objects for example which have been 
styled are probably more appealing to many than the precise products of the Bauhaus for 
example.  Certain design decisions made this achievable, such as making the mechanical 
components less visual and covering them, making them more aesthetically pleasing.  This 
shift in design drastically changed how users related to products.  Hebdige explains “it is a 
less physical, more remote relationship of ease” (Hebdige, 1988).   
With the use of a designed interface, styling enabled users to consider and relate to the most 
tool-like of objects.  Objects were passively separated “between the human and the technical, 
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the functional and the aesthetical, between facts and use” (Hebdige, 1988).  This allows the 
object to take the form of an image waiting to be coded and become a sign of a specific 
lifestyle.  The separation that took place enabled objects to start to lead their own lives.  “This 
was when dissatisfaction with the intended obsolescence of consumer products began to be 
recognised” (Kurtgozu, 2003).  The continued attraction of ‘craft’ objects reflects a desire to 
avoid this separation and enjoy the product for itself.  At the time of discontentment, the 
political economy was enduring a very difficult period, “epitomized in neo-liberalism-
specifically in Reagonomics and Thatcherism – options for consumers became the mandatory 
spiel for all social relations and the model for public dynamism and liberation.  Collective 
and social provision gave way to radical individualism as Thatcher explained “There are only 
individuals and families, there is no such thing as society” (Slater, 1997).  It was suggested 
that as a way out of the ‘consumerist subjects consumed by objects’ situation, a resolution 
between subject and object should take place, which involved numerous endeavours to erase 
the space in-between them, as a way of putting subject and object on an equal position. 
Throughout the last decade the view of reconciliation between subjects and objects has led to 
different design practices, such as objects being much more specifically designed as a way of 
fulfilling the individual demands and requirements of the user. 
Another development has been within the technological field of design, objects known as 
smart products have been highlighted in an effort in “which cognitive and emotional 
boundaries between object and subject are progressively more vague” (Kurtgozu, 2003).  The 
movement called ‘design and emotion’ (previously mentioned) has recently been born - this 
refers to how the user emotionally relates to products and the experiences they form from 
interacting with the product.  The aim of this movement is to expand and improve upon “the 
methods and tools which enable designers to develop deeper emotional relationships between 
product and user” (Overbeeke and Hekkert, 1999).  Another way of putting it is “Design and 
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emotion is the focus of human emotions and product interaction, designers consciously 
develop by manipulation of all the sensory virtues of a product which human connect with” 
(Jacobs, 1999).  The functionality is not the only factor within design and emotion, it is 
crucial that the experience is also given substantial consideration.  The significance given to 
experience naturally helps advance the development of emotional attachment between users 
and the product.  
Another significant factor within design and emotion is the holistic view of humans, which 
focuses on the human as a completeness, which includes the rational aspects, as well as the 
emotional aspects, to “Appreciate the man as complete” (Hummels, 1999).  This holistically 
viewed approach conforms to the idea of there being balance between subject and object. 
This holistic idea clarifies why, within design and emotion, emotions and experience are 
linked.  Experience is an area in which all the senses, particularly emotions are stimulated.  
Williams believes that “Experience engages the whole consciousness, the attraction to 
wholeness, as opposed to types of thought which would eliminate certain kinds of 
consciousness as simply ‘personal’, ‘subjective’ or ‘emotional’, is apparent” (Williams, 
1976).  Objects were once viewed as tools at the disposal of subjects; however they are now, 
with the emergence of the design and emotion movement, viewed as objects within their own 
right.  In the 1980s Richard Buchanan foresaw the importance of emotions within design.   
He believes the degree in which we are led into symbolic language to express, is astonishing, 
and this its self signifies the strength of the identity between observer and object in the 
emotional sense of design”(Richard Buchanan, 1989).  To demonstrate the powerful 
amalgamation of subject and object, he quotes this example; “To say that a line in a painting 
twists and turns is, of course, a highly figurative statement.  It does nothing of the sort.  It is 
we who twist and turn looking at it” as stated by the art historian Joshua Taylor. 
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Design and emotion has also had a notable impact upon the consumer market, John Heskett 
wrote “In the context of the USA, where it was estimated in the year 2000 that 3 per cent of 
the world’s population consumed 25 per cent of available world resources, there has been a 
growing emphasis on designing not just products and communications, but experiences” 
(Heskett, 2005, p131).  This can in part be seen as an indicator that basic utility is something 
taken for granted.  It also suggests that life is so meaningless for people incapable of 
experiencing anything for themselves, that they have to be supplied with a constant flow of 
artificial, commercialized and commodified experiences that take on their own reality.   
“In this perspective design becomes the source and obstructs anything demanding or 
uncomfortable” (Heskett, 2002).  This not only identifies consumer’s perception, and 
supports the idea of a hierarchy of consumer needs; it also presents staggering statistics, 
which delivers trepidation when considering the sustainability of the planet is at risk from 
consumption.  Many critics consider the consumer culture we are experiencing as a “false, 
contrived, mass manufactured and inferior stand-in for the world we once had in the post-
traditional society” (Slater, 1997).  In fact it is disputed that products created within this 
consumerist culture can fulfil users’ needs at a deeper level.  Slater believes this is because 
products are “manufactured, deliberately to profit rather than evolving organically from 
genuine consumer’s needs and requirements” (Slater, 1997).   
However, the movement of design and emotion is seen to offer a solution to this problematic 
consumerist culture and the vast potential of emotion within design was fast to be 
acknowledged.  It is evident that designers are now focusing much more on aspects such as; 
experiences and emotions in the design of products in a quest to meet the needs of 
consumers.  The philosophy of “consumption” is built on the general principle that each 
surfacing requirement can be fulfilled with commodities” (Kurtgozu, 2003).  “There is a 
corresponding product in the market for every possible need and requirement” (Bauman and 
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May, 2001).  Therefore, it is thought that by simply finding the product in the market that 
corresponds with the consumers’ requirements and experiences, they will be fulfilled.  Marx 
cleverly described this as being nothing but the fetishism of commodities. 
It seems in a sense, enjoyment and pleasure has stopped being about fulfilling human needs 
in an in-depth meaningful way, and instead it is about pursuing the ultimate experience.   
“The more an experience becomes a goal itself, the greater is the fear that the experience may 
not take place, and the fear of missing out becomes the driving force” (Funke, 1999).  The 
danger of this is that design and emotion is in jeopardy of becoming a trendy style, a ‘buzz 
word’ engaged by the advertising world, instead of actually connecting with users on a 
deeper level, spiritually and emotionally through interacting with products and therefore 
provoking far more intense, meaningful pleasures.  It is not just products that are designed to 
express an improved emotional allure, the consumer is also progressively becoming a more 
emotional being by design.  Design and emotion should defy this process by which emotions 
are turned into commodities, if it is to contribute towards a more meaningful relationship 
between people and things” (Kurtgozu, 2003). 
 
2.4 Emotion and Design in Practice 
 
It is clear that emotion is being considered far more than ever before, by consumers as well as 
within the design process, so it is crucial that designers try to comprehend what consumers 
want and expect from their products, in order to meet their needs and consider how 
significant emotions are in the design process.   
 
Early investigations within this field of research gave this study preliminary structure; this 
was due to the fact that specific frameworks and models seemed to reoccur in many different 
books and in various forms.  As the investigation grew, so did the occurrence of the 
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mentioned frameworks and models, which obviously reiterated the significance of them, in 
turn dictating their influence on the study.  Large areas surrounding Design and Emotion 
have been investigated, some without particular direct relevance to this study, others which 
have been completely necessary to the structure of it. 
People always attribute emotions to products, regardless of whether they are positive or 
negative.  The aim of emotion and design is to create and progress “tools and methods that 
support a designer to create an emotionally valuable product – user relationship” (Overbeeke 
and Hekkert, 1999, p5). 
As “design and emotion concerns the emotions, designers deliberately manipulate the sensory 
characteristics of products in order to evoke specific emotions to the user.” (Jacobs, 1999).  
Accomplishing emotional contentment and pleasure through interaction can only happen if 
the design of a product allows the user to join forces with the product and create an emotional 
experience.  Consequently the concept of experience, where the user and product meet and 
combine together, becomes a strategic factor in the process of designing emotionally 
meaningful products.  “Design and emotion is about designing an experience through a 
product, as well designing one which is functional” (Sanders, 1999).  Embedded in the 
importance of experience is also a drive towards building an emotional attachment between 
the user and the product. 
Emotion and design also holds a strong emphasis on gaining a holistic understanding of 
humans.  The focus to completeness means “respect for the man as a whole” (Hummels, 
1999, p41).  The holistic model of the human where all faculties are given equal attention, are 
consistent with the “latest ontological perspective based upon a balance between the user and 
the product.  Moreover, this also explains why a connection between emotions and 
experience are established in design and emotion; experience is a space in which all faculties, 
especially emotions are activated” (Kurtgozo, 2003, p55). 
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In the 1980s Richard Buchanan highlighted the importance of emotions in the design process, 
as one of the three fundamentals of design. “Emotional excitement is directed outwards, 
objects endowed with emotional qualities begin to seek connections and relationships with 
other objects or people around them” (Buchanan, 1989, p104).  Therefore, the emotional 
virtues of a product can overpower detachment and alienation between the user and the 
product through interaction. 
Antonio Damasio has researched into improving how feelings and emotions are presented in 
design theories and believes there is a crucial hindrance when the field of design research 
includes human feelings and emotions.  This is because traditional emotional- based theories 
do not take into account recent findings about human psycho-neuro-cognitive functioning and 
do not give consideration to many vital functional and conceptual factors about human 
behaviour, which are fundamental to gaining a thorough understanding of human activities 
and design.  “A parallel in the world of machines is that current approaches to understanding 
design cognition, via emotions, is like trying to understand how an engine works by focusing 
on the colour of the car and refusing to have anything to do with engineering theory” (Love, 
2003, p387-391).  Damasio has centred his research on internal human functioning, which 
differs from other research within design, such as designing involving psychological, 
behavioural, and emotional theories.  On biological grounds, Damasio is insistent on 
differentiating between the following; 
 An emotion 
 The feeling of that emotion 
 The sense of self feeling that emotion (i.e. knowing that as an individual it is ‘me’ 
feeling the emotion.) 
 
The following table shows Damasio’s ‘Levels of Life Regulations’  
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High 
reason 
Complex customised plans of response are formulated in conscious reason 
and may be executed as behaviour. 
Feelings Sensory patterns signalling pain, pleasure and emotions that may become 
‘images’ 
Emotions Complex stereotyped patterns of response (secondary, primary, and 
background emotions) 
Basic life 
regulation 
Simple stereotyped patterns of response including metabolic regulation, 
reflexes, the machinery for pain and pleasure, drive motivation. 
 
Table 1:  Damasio’s ‘Levels of life regulations’(Damasio, 1999, p55). 
 
The human evolution is viewed ethologically by Damasio, he sees it as an extremely 
advanced form of organism which is a product of previous biological systems.  All organisms 
have emotions (changes in physiological status) that respond to the alterations in their 
environment.  This response is extremely dependant on the homeostatic procedure which 
sustains the organisms’ physiological state.  “Emotions can be viewed as advanced level 
elements of homeostatic life regulation procedures, controlling metabolism, simple reflexes, 
inspiration, biology of pleasure, pain etc) that create stereotypically appropriate behaviours 
apt to survival” (Love, 2003).  Emotions result from the thought process or from 
visualisation.  Although the biological foundation of emotion is predetermined, emotions are 
also exposed to being induced by organisms changing surroundings and experiences.  
Consequently, responses of emotion attach themselves to perceptions of specific situations or 
objects, through thought or visualisation. 
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As the body interacts with objects either actually or imagogenically, the body state responds 
to these changes with emotions.  The first neutral demonstrations of these states are feelings.  
Feeling are only felt and perceived when they are linked consciously with a sense of oneself. 
The sequence that is generated is shown below (Love, (2003) : 
 
1. Engagement with an inducer of emotion, e.g. sight of an object, thought about an 
object.  It is not necessary that this is conscious. 
2. Signals from perception processes trigger emotional-induction neutral sites associated 
with that type of object. 
3. These in turn trigger brain and body site that result in the whole physiological 
response that is the emotion. 
4. First order neutral maps (proto-self) are made of changes to body states.  Feelings 
emerge. 
5. Neutral patterns from emotion-induction sites mapped onto second order neutral maps 
along with changes in proto-self that result from emotions.  This results in an account 
of the events. 
Damasio’s research substantiates the significance of the current tendency of highlighting 
human factors within design, issues such as emotions, values, pleasurability, usability and 
aspirations.  “Damasio shows how together, consciousness, feeling and reason, enable us to 
go beyond the automatism of emotion responses, to be able to undertake these higher order 
human activities of designing, planning, creating and undertaking reflection – in each case 
also with consciousness, thus bringing in an ethical dimension” (Love, 2003, p230-233).   
He believes there are three factors taking place in humans, which are fundamental to the 
design process, they are; 
 Non-rational activity (emotion, feeling consciousness etc) 
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 Rational activity (logic etc) 
 Human interactions with externally perceived objects. 
 
In terms of a physical object, a human interacts with it; non-rational activity takes place, 
resulting in an emotional response; a rational, logical process develops which may lead to an 
educated opinion, based on the humans, feelings, emotions, and experience and knowledge of 
the object. Dr Robert Blaich, who has held various prestigious positions within large 
organisations such as Phillips and Herman Miller, defines emotion as “‘to move out, stir up, 
to agitate.’  It can be physical or psychical.  Therefore I believe it refers to what people 
respond to in a visceral non rational manner.  This includes designs that trigger strong 
emotional responses” (design-emotion.com/robert-blaich) 
To design successful easily-usable products, Blaich believes the following three fundamental 
principles should be followed; 
1. Ease of use: Is this product physically comfortable? Can its operation be easily 
understood? Does it expand the power and reach of the user by improving 
performance or increasing knowledge?  
2. Emotional and Cultural content: Is the product approachable and unintimidating? 
Does the design recall comfortable, pleasant associations with other experiences? 
Does it evoke traditional cultural memories and meanings?  
3. Environmental Consciousness: Is the product environmentally benign? Can it be 
easily recycled? Will its use have a negligible impact on the environment?  
With these criteria in mind he continues: “I prefer to go back to my Herman Miller days 
(1953-1979) when some products that were highly functional also had an element of 
“Emotion” in their designs.  Most designs of Charles Eames had this quality.  The Eames 
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‘Lounge Chair’ and ‘Ottoman’ (as shown below) were designed in 1956 and have been 
continually in production for 50 years.  
 
 
 
 
 
Figure 2:  Eames ‘Lounge Chair’ and ‘Ottoman’ 
Part of its success is that users become emotionally attached to the chair and often it becomes 
a family treasure. Originally produced in a Rosewood veneer it was changed to Walnut as it 
was found that Rosewood was an endangered material.  So the chair is also considered 
environmentally sustainable.  Number two focuses on emotion with the design, as discussed 
earlier in this section, but it also relates to “correctness”, such as portraying the “correct” 
values of the user, so that they feel comfortable and not intimidated. This approach 
emphasizes the huge importance of understanding emotions, feelings, consciousness and 
human interaction and how they concern each other.  Number three relates to designing 
sustainable, functional products which deliver emotional gratification. To explain this, Blaich 
talks of when he worked with Herman Miller. He noted that “some products that were highly 
functional also had an element of ‘emotion’ in their designs. Most designs of Charles Eames 
had this quality” (design-emotion.com/robert-blaich).  The Eames Lounge chair, discussed 
later in the chair study was designed in 1956, and has been in production ever since. Blaich 
points out that “part of its success is that users become emotionally attached to the chair and 
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often it is a family treasure” (design-emotion.com /robert-blaich). Furthermore, as with many 
pieces of Eames furniture, the chair was also considered to be environmentally sustainable.  
The chair originally used Rosewood veneer, however after discovering it was an endangered 
material Eames promptly changed to using Walnut veneer instead.  Which meant the chair 
emotionally connected with the user on many levels. 
When Blaich was Head of Design at Philips in 1980, he found that as professional and 
enthusiastic as the design team were, when working on design briefs, no consideration was 
given to ‘emotion.’ This was not acceptable to Blaich as it did not meet with his three 
fundamental principles where he recognizes the importance of emotions. So he turned Philips 
design process around.  He said “I was determined to bring the emotion factor into the 
‘Product Creation’ process. One tool for this was the ‘Design Workshop’ concept that I 
introduced.  
One workshop dealt with ‘Product Semantics’ and we brought in outside consultants who 
were pioneers in this field and with others helped institute meaning and emotion into Philips 
products.  The ‘Product Semantics’ was an emotional response because the resulting products 
resonated with its users. “That intuitive response could be called emotional or visceral” 
(design-emotion.com/robert-blaich).  The subject of emotion within the design process is 
evidently vital to Blaich, and his fundamental principles substantiate that, and if followed, 
can aid designers to take a more holistic approach and consider the emotional, functional and 
moral requirement of the consumer. 
 
2.5 Consumers, Emotion and Design 
 
The industrial revolution and the introduction of batch and mass production are partly 
responsible for the deterioration in the emotional connection between products and people.  It 
could be argued that consumption practices are exacerbated by dissatisfaction with a product 
(i.e. where no emotional attachment can be made), which has contributed to today’s soaring 
32 
 
levels of consumption.  It is argued that with a higher level of emotion input, it may be 
possible for consumers to embrace a far more meaningful connection with their purchases, 
and develop a relationship with them.  
It is clear that production and consumption are intrinsically linked and both factors are highly 
influential on each other, within and beyond the design process, therefore if it is possible to 
affect consumption, this will have an automatic affect on the production.  If goods are 
produced that offer satisfaction far beyond function, then this will go some way towards 
negating a throwaway attitude to goods. However we must remember that in a capitalist 
society there is a reciprocal nature between production and consumption.   
Karl Marx pointed out:- 
Without production, no consumption; but also, without consumption, no 
production; since the production would then be purposeless……  
Production mediates consumption; it creates the latter’s material; without 
it, consumption would lack an object.   
But consumption also mediates production, in that it alone creates for 
products the subjects for whom they are products.’  The product only 
obtains its ‘last finish’ in consumption…… because a product becomes a 
real product only by being consumed (Marx, 1973, p59-60). 
 
This suggests that although production and consumption are both of great importance to the 
design process, the key focus is consumption.  In order for a product to be validated as a 
successful product, it must be consumed, therefore becoming part of a relationship with the 
consumer. 
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Through interaction it may be possible for consumers to develop a deeper relationship with 
their furniture, strengthening their bond, resulting in psychological fulfilment and emotional 
satisfaction.  In other words, can we create furniture we can ‘fall in love with’ and form a 
long-term relationship with it?  With the consideration of emotions into the design process, 
conceivably a more successful balance can be achieved.  It may even be possible for the 
consumer to reach a higher level of psychological fulfilment through their new interactions. 
Having said that, consumers are also very aware that the world we have is of more 
importance now than ever before, and the sustainability of it is being threatened for the first 
time by the activities of production and consumption, thus compelling us to reconsider the 
relationships we have with the products we own.  One way consumers can achieve 
psychological and emotional fulfilment is by purchasing products which have been 
manufactured and made by using environmentally friendly materials and processes.  By 
making such purchasing decisions, the consumer is supporting the sustainability of the 
environment, therefore giving them a sense of emotional and moral satisfaction.  In today’s 
climate many people are conscious of their carbon foot print, councils are strongly promoting 
various methods of recycling, and the media is filled with articles and television programmes 
about how we all need to look after our environment.  The key word amongst such articles is 
‘sustainability’ and whether we like it or not, this topic cannot escape any of us, as we are all 
being urged in every direction to stand up and be accountable for our carbon foot print.  This 
is an issue which will become of increasing importance and as a consequence, progressively 
influence the way consumers make their purchasing decisions. 
 
Hedonistic consumption 
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The sustainability issue has raised a problem in relation to design and emotion.  Hedonic 
consumption can be defined as those aspects of consumer behaviour that are connected with 
the multi-sensory, fantasy, and emotive elements of product usage experience. 
It is clear that the conflicting demands made upon consumers have created some confusion in 
their minds.  On the one hand it is important to enjoy the benefits of modern consumer 
society, but on the other hand, it is important to be ecologically aware and be a responsible 
consumer. 
The consumer is also interested in purchasing products that satisfy high level egotistical and 
emotional needs as well as functioning correctly and reliably.  However, the satisfaction of 
these demands or needs come at a price so there has to be a balance between emotion and 
conscience at the very least. 
Research has shown that the design industry is responding to the changing market place.  
Indeed this is one of the functions of design.  There once was a time when it was enough to 
design a functional object to facilitate a specific requirement, although there was always an 
understanding that there were different markets which required different goods.  Clearly 
consumers consider function and attractiveness in proportion to the particular object, and the 
signal they wish to send through the use of it.  To go beyond basic satisfaction is now the 
issue. 
Consumers now consider it to be standard practice to expect products that fulfil their required 
function and are easy to use.  As a result, the motivation behind consumers purchasing 
decisions is changing.  Jane Fulton-Suri, Head of Human Factors Design and Research 
Discipline at IDEO, believes the design practice has evolved from ‘designing things’ to 
‘designing experiences’ and this has affected the design process. 
Consumers are now looking for products to go beyond satisfying functionality alone.  
Sawhney “suggests that consumers insist their products are functional and usable, but they 
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also now search for products which induce pleasurable feelings and emotions.” (Sawhney, 
2000). They require products that are objects of desire that also satisfy emotional needs.  
Hedonism and pleasurability are becoming increasing significant concepts within the design 
industry, therefore raising the expectations and demands of the consumer. 
For example Alberto Alessi, believes consumers no longer just buy objects to carry out a 
specific function, increasingly purchasing objects for spiritual and intellectual fulfilment.  In 
order to meet the demands and requirements of the evolving consumer, designers are 
investigating new ways to meet these challenges.  Alessi has understood this which is why 
they are one of the world’s leading manufacturers of designer kitchen and tableware. 
                                             
Figure 3:   Alessi kitchen and tableware. 
 
Alessi explains "Our role is to act as a mediator between the designer and the needs and 
dreams of the market." (home.scarlet)  Alessi has created a thriving business by selling the 
concept of design, and of designers, to consumers. All the designers for Alessi are from 
outside the company, such as Ettore Sottsass, Richard Sapper, Achille Castiglioni, Michael 
Graves, Aldo Rossi, and Philippe Starck.  The entire presence of the design has a feeling of 
fantastic concepts, brilliantly made with an element of fun.  “Who else but Alessi would 
commission Philippe Starck to design a plastic fly-swatter, Dr. Fly, turning an old-fashioned 
and obscure object into a design status symbol?” (home.scarlet)    The essence of Alessi is 
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about fun, they have captured the fact that consumers want far more from their products, and 
they have done this by understanding their consumer. 
Through my investigations it has become apparent that a greater understanding of the people 
we are designing for is required, it is fundamental that we comprehend what is important to 
them. In order to understand this, we need to comprehend peoples’ 
o Thoughts and feelings 
o Experiences, fears and aspirations 
o Values, goals and beliefs  
o Social and cultural contexts 
 
In some respects this is being partially addressed by the processes of ‘mass customisation’- 
although these are often simply cosmetic.  The concept of mass customization is defined as 
producing goods and services to meet individual customer's needs with mass production 
efficiency.  Its objective is to amalgamate the low cost processes of mass production with the 
flexibility of individual customization. Most literature on the topic suggests mass 
customization to be an attractive strategy; however theoretical research has highlighted the 
importance of considering human behaviour into the strategy in order for it to be successful.  
However there seems to be a distinct lack of knowledge with regards to mass customisation 
and consumer behaviour, although in terms of manufacturing and marketing there appears to 
be a considerable amount of literature.  C. Hart, author of ‘Mass customization: conceptual 
underpinnings, opportunities and limits’ (1995) believes there are four factors which business 
should consider in order to successfully apply the strategy of mass customisation:  
1  Customer Customisation Sensitivity (CCS) 
2  Process Amenability 
3  Competitive Environment 
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4  Organisational Readiness. 
(Hart, 1995) 
Customer customisation is based on two elements; uniqueness of customer needs and 
customer sacrifice.  Hart states that “the needs of each customer will be absolutely unique 
because nobody will settle for anything not perceived as tailored precisely to his or her 
needs” (Hart, 1995, p40).  Customer sacrifice refers to “the customers required features of the 
product and the actual features which are offered by the suppliers in the market” (Hart, 1995), 
therefore customers inevitably have to make some sacrifices between their requirements and 
what is actually fulfilled. 
Whilst I appreciate this view and certainly favour businesses considering customer behaviour 
in their approaches, I don’t believe this approach is anywhere in-depth enough.  Earlier in this 
study I established how psychology can be extremely useful, if not vital in assisting in the 
design process.  As it is essential for designers to gain a thorough understanding of the people 
they are designing for, they need to understand their thoughts and feelings, experiences, fears 
and aspirations, values, goals and beliefs.  Only then can they create products which fulfil 
their individual needs.  
It is my view Harts approach is helpful and furthers development; however I consider that it 
only scratches the surface of meetings people’s individual needs.  How can we possibly think 
we can customise products for individuals without having a complete understanding of the 
psychology of the person?   Perhaps therefore mass customisation is not quite that, and is 
more appropriately, ‘mass almost customisation.’ 
Recently there has been a demand for design teams to consider the full experience of the user 
whilst creating an increased strategic offering.  To be able to design products for people, 
people themselves need a greater understanding, which proves to be a complex challenge.  It 
is not a simple matter of researching into one specific aspect, it is far more multifaceted and 
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each factor needs to be recognised in order to gain as much knowledge as possible about the 
evolving consumer.  We need to comprehend their thinking and be able to predict the 
mentality of future consumers and what will be of importance to them.  Lee Crossley says 
that “In designing for experiences there appears to be a gap in the methodologies used for 
understanding people and their emotions; and between the roles and mindsets within design 
teams” (McDonagh, 2004, p37).  However this is not surprising given that approaching 
design with a holistic view of the consumer has only recently been identified as being highly 
significant. 
Many papers written seem to convey a need for designers to gain a thorough understanding of 
emotion in order for designers to design products that stimulate, enhance or change emotional 
experiences.  It is clear to see that using traditional models, tools and proto types will not 
provide the in-depth information we require. 
For example, prototyping needs to go further than experiencing functionality alone, it needs 
to be able to evaluate emotions and gauge other reactions.  To some extent the designer can 
use their own reactions and senses as a tool to predict the user’s response, however there is a 
point where everyone is going to have an individual reaction, dependent on their feelings, 
needs, beliefs, memories, lifestyle and past experiences with a product.  None of which can 
be measured by even the most advanced, technological new invention in prototype.  This is of 
course a problem as each individual’s experiences and thoughts will be unique. 
Bill Moggridge of IDEO believes there is only one way to fully understand an experience, 
and that is by experiencing it.  So it is possible we will never be able to predict a consumer’s 
experience as much as we would like to.  However, it may be possible to gain more of an 
understanding of people’s experiences and emotions by using an alternative approach.  
Additional investigations in this thesis have taken place, to explore different methodologies 
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and approaches within this field, to enable us to comprehend as much as possible about the 
emotions and experiences the user feels while interacting with a specific furniture product. 
 
 
2.6 Furniture (with special reference to chairs) 
 
Every day we interact with a vast amount of objects, some we use so habitually we almost 
consider them to be an extension of ourselves.  Objects such as furniture for example, we 
physically interact with at least one item of furniture throughout most of our lives.   
Items such as beds can be so personal to us, because every night we entrust our entire bodies 
to them, to cocoon and take care of us, while we sleep.  Furniture can have a profound effect 
on us, regardless of the fact that we use it so routinely. 
Discussing ‘augmented’ furniture, Nikolovska and Ackermann consider that “Their main 
‘relational’ quality is that they can surprise while, at the same time, evoke the familiar.  
While tapping into the habitual, they gently disrupt expectations.” (Nikolovska and 
Ackermann, 2006)  The uniqueness of furniture is its physical and rational features, factors 
such as “material properties, such as shape, scale as well as temporal immobility and stability 
fall into the category of physical characteristics of furniture. “’Relational’ characteristics 
include different functional and symbolic characteristics, as signalled/perceived within 
accepted cultural conventions.” (Nikolovska and Ackermann, 2006) The following elements 
are what Nikolovsa and Ackermann believes makes furniture so distinctive to us as opposed 
to other products includes: 
 Scale, the body and the engagement of senses 
 Temporal personalization and shared use 
 Stability of furniture 
 Cultural conventions 
 Relations between shape and arrangement of furniture, and its meaning 
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The sheer full body physicality we share with furniture makes it different to other objects.  
Smaller objects such as mobile phones, are designed so that it is just our hands which 
physically interact with them, they are light so they travel with us as we go about our day and 
we use them where ever we are.  Whereas furniture is used in offices, parks, cars, shops and 
homes - all of which are forms of habitats which offer us protection.  Regardless that the car 
may move it is still providing us with protection and is a moving habitat to us.  
“Furniture, keeps us settled. Chairs, beds and benches provide body-sized “zones” to rest. 
Tables bring friends and families together supporting us either socially (to dine or converse 
with others) or physically (to rest, sleep or sit). The seats in a car, train, or airplane (moving 
capsules) keep our bodies immobile while we are on the go” (Nikolovska and Ackermann, 
2006). 
How furniture is used is influenced by where it is in the world, it can be quite different for 
specific cultures. For example in Galen Cranz’s book The Chair, (1998) there is an account 
about an English colonialist working in India in 1852, who was so offended at the way his 
local employees squatted to carry out their work. Cranz notes that “this man was not the first 
or the last to liken people who sit on floors to animals” (Cranz, 1998, p25).  He attempted to 
force them to sit on chairs at tables to carry out their work.  However the next day he found 
the men squatting on top of the tables as they worked instead.  Cranz suggested that the 
rationale behind such sitting positions is attributed to cultural behaviour.  Although 
contrastingly an “amateur sociologist speculated that chairs or raised seats were only one of 
those natural steps toward a higher civilisation” (Chambers, 1851, p3).  
Another view point, was provided by Csikszentmihalyi and Rochberg-Halton who believed 
that “the notion that chairs and tables are more comfortable [than, say, sitting on the floor] is 
not true in an absolute sense; they are so only within a pattern of cultural habits and 
expectations” (Csikszentmihalyi and Rochberg-Halton, 1981, p58).  Anthropologist, Gordon 
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Hews believes postures should be appreciated within their cultural environments.  He says 
there are a vast amount of different postures which are identified “over one thousand steady 
postures that human being assumes all over the world” (Hews, 1957, p122-32), of which the 
westernised right angle position is just one of them.  
As with many other product types, the topic of emotion is increasingly being implemented 
into the design process as it is now progressively being identified that in order to fulfil 
people’s needs competently a holist approach is required.  However, this is a complex area, as 
it correlates with many different other fields, such as; psychology, ergonomics, design, 
consumerism and environmental issues.  Therefore it has been necessary to research each 
relating issue independently, to understand how each of them influence and impact upon 
design and emotion, and the  impact design and emotion has on other fields. 
Furniture was chosen to be the focus of this study as it “has unique physical and relational 
characteristics.  We often share furniture, appropriating and sometimes personalizing it 
temporarily, both at home and in public spaces. We often settle and become temporarily 
immobile as we sit on a chair or bench, eat at a table, or lie on a bed” (Nikolovska and 
Ackermann, 2006).  Furniture is an integral part of our daily lives, we are constantly 
surrounded by it, sometimes unconsciously, but we need it to be able to function, to carry out 
our work, to eat from, to sleep in, to sit on and to hold our belongings.  Without furniture our 
homes would just be shells, and our daily tasks would be nearly impossible, furniture fulfils 
different functional needs within our lives.  This makes the design of furniture of great 
importance, because it has a huge impact upon our lives.  However, to design a piece of 
furniture to fulfill a functional need alone, is no longer enough, the society we live in 
demands far more, we need out furniture to demonstrate our values, concerns and to be styled 
specifically.   
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“Style is so persuasive – it dictates and even shapes the physical experience – by researching 
style we can begin to understand which values and concerns have the most influential 
emotional significance” (Cranz, 1998).  In accordance with the hierarchy of consumers needs 
defined by Patrick Jordan, function is a fundamental need, and as one need is met another one 
will surface, further up the hierarchy of needs (see further below). 
Consumers now expect furniture to function as standard, it’s an assumed element and 
similarly good usability is also an expected element, so because these needs are at least 
assumed to be met as a matter of course, consumers look for higher up the hierarchy for other 
needs to be met.  They now require furniture that facilitates its desired requirement, but they 
also want it to improve their life, to make them feel good, to bring them pleasure, to look 
good, to adorn their home, to portray something about them as a person and to be an 
extension of their own personality; they want all this from a chair!  Of course, some chairs 
have done this very well in the past, but many haven’t. 
 
Why chairs? 
Within the various differing items of furniture, the chair is the most discussed and celebrated; 
it is highly symbolic and of huge importance. Even the etymology of chair reveals its cultural 
pedigree. “The word chair comes from the ancient Greek kathedrā (kata-, down + hedrā, 
seat), which is also the origin of cathedral, the principal church of a bishop, that holds his 
seat or throne, and of course, even today a chair is a leader.” (Cranz, 1998)  The chair must 
be one of the most successful artefacts of all time; in the western world all of our homes have 
at least one and virtually everywhere we visit has them, and it is rare that people are not 
offered to have a seat - in a chair.    
We spend the majority of our waking lives sat in some kind of chair.  “Their influence has 
been over whelming. We design them; but once constructed they shape us.  Over the 
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centuries sitting in chairs extended to the common man and has left its mark on the human 
consciousness and body.  The chair suggests an indication as to our thoughts on status, 
comfort, order, beauty, efficiency, discipline and relaxation.  As our thoughts and ideas 
develop, so do our chairs” (Cranz, 1998). 
The oldest existing chair was that of that of “Queen Hetepheres I of Ancient Egypt.  Her chair 
was unearthed (and reconstructed from the gilding; the wood had turned to dust) from a tomb 
in Giza and dated to 2600 BC.” (artifactology.blogspot.com)                  
                                                      
Figure 4:   Queen Hetepheres I of Ancient Egypt Chair. 
 
Throughout the years the fundamental structural design of the chair has remained largely 
unchanged, to the point that a ‘typical’ chair has four legs and a back rest.  In other ways as 
we and society change the chair’s style and symbolic connotation does too. “Social 
circumstances and behaviour expectations can be defined by chairs, people are responsive to 
what kind of chair belongs where” (Cranz, 1998). Throughout the years the chair has 
undergone a series of revolutionary modifications, “uniquely prevailing as an articulate 
representation of our high society” (Modern Chairs, 2002).    
The physical and psychological relationship between users and their chairs is far more 
significant than with any other item of furniture, which is why the chair is separated out from 
other furniture items.  The chair is embedded in meaning; it expresses status about the user, 
serving as a symbolism of status and power.  Csikszentmihalyi and Rochberg-Halton believes 
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that “[o]bjects are not static entities whose meaning is projected on to them from cognitive 
functions of the brain or from abstract conceptual systems of culture.  They themselves are 
signs, objectified forms of psychic energy” (Csikszentmihalyi and Rochberg-Halton, 1981, 
p173).  The chair serves as an indicator of social change and the spirit of the age.  Social and 
economic change is emulated through the chair, as it optimally articulates core styles, trends, 
influencing factors and the mood of consumerism at that time.  “Chairs also reveal the 
perspectives and aspirations of their owners, exposing their personalities and social class.  
More than any other furniture type, the chair gives a glimpse into the souls of men” (Modern 
Chairs, 2002). 
The chair has induced designers from various different fields to attempt to design the perfect 
chair, none more so than architects, some of whom have designed the most beautiful and 
classic chairs.  The well known designer, Mario Bellini explains: “Due to the honoured 
relation to the human body whose dignity it seems to have immersed - the chair is one of the 
most profoundly ingrained objects of interior décor in our collective memory.  It has been the 
subject of thousands of experiments which have set down typological standard, which have 
remained almost unchanged apart from the factors of style, since ancient Egyptian times… 
Furniture is far more than just a support structure for our bodies; its design engages us more 
profoundly in the foundations of our sensibility’ (Bellini, 1991).  This reference to 
sensibilities ties in well with the notion of emotion, but this is only one aspect of chairs. 
Galen Cranz has a great deal to say about chairs.  She mentions chairs that reflect social 
status, chairs that stand for a person’s individuality and chairs that express moods ranging 
from happiness to anger.  
The chair is designed to communicate with its audience, to express the wealth and style of the 
owner and determine the sitting arrangements expected of the users. They symbolize design 
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ideas of the time the chair was designed, such as the processes used, materials, new 
technological advances and the meaning the designer was trying to articulate through it.   
A comparison between two iconic chairs is revealing. Mies van der Rohe’s day bed is an 
example of high precision, quality engineering and upholstery, elegant proportions and 
architectural elegance.  The day bed is very simplistic in its design; there is not an excessive 
flamboyant form or any ambiguous adornment.  There is no unnecessary deviation from its 
purity.  Everything about the day bed expresses extremely high quality, the combination of 
materials and the attention given to the detailing.  It articulates Mies van der Rohe’s famous 
saying ‘less is more’. Mies van der Rohe (bauhaus2yourhouse/Mies_van_der_Rohe) 
The style of the day beds is minimalistic, every element and detail serves as multiple visual 
and functional purposes.  The structure's beauty is determined by using the basic geometric 
shapes as outlines, using only a single shape for design unity, and by using tasteful non-fussy 
natural material and color.  “It was used for the first time in 1930 in Phillip Johnson's 
apartment in New York and later shown to the public in 1931 at the Berlin Bau-Austellung as 
part of the furniture for a ‘bachelor's apartment.” (bauhaus2yourhouse/Mies_van_der_Rohe) 
This item of furniture is masculine and fits into that environment perfectly.  However its 
minimalistic style does make it uninviting to curl up on.  There is no doubt it is an object of 
beauty and purity, but in my opinion it is a little intimidating and cold.  
Maybe this is because at no point does the day bed attempt to cocoon or cradle the body,  one 
only has the option of laying flat on top of it which somewhat detaches it from us as 
emotional beings.  
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Figure 5:   Mies van der Rohe’s Day Bed. 
 
Whereas Le Corbusier and Perriand’s lounger is much more sensual, appealing and visually 
stimulating, whilst still being minimalist in its design.  Le Corbusier was an advocator of a 
minimalist modernism built around the idea of the home as a ‘machine for living.’  And this 
was the ‘relaxing machine.’ to go inside it.  The seat section and the neck rest are adjustable, 
which allows individuals to freely manoeuvre the chair as they want.  The form almost 
mimics the form of the body, which entices one to want to lay on it as it appears that it would 
cradle the body in an extremely comfortable position.   
The lounger is visually as beautiful as the day bed; however it has more desirable 
emotionally, due to its alluring form. It is also more interesting to look at; one is intrigued by 
its structure as it is implying that something moves, but without actually telling us which part 
in fact moves, making it quite captivating.  The form of lounger is very different from the day 
bed, yet no more ambiguous, each element of its structure is completely necessary.  For Le 
Corbusier it was more important than ever: “The smallest pencil stroke had to have a point,” 
(designmuseum/charlotte-perriand)  
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Figure 6:   Le Corbusier and Perriand’s Chaise Longue. 
 
I find both examples enjoyable to look at, the day bed because of its purity and distinct 
expression of quality and simplicity, and the lounger because of its alluring form and its 
persuasion of comfort.  In both examples emotions are stirred but these will vary with the 
individual. 
Researchers have established that products frequently act as “ ‘props’ for the presentation and 
expression of one’s self-image” (Holbrook, 1990, p9-26).  In this context it is possible for 
some type of communication, relating to social impressions to be opened up, via consumption 
behaviour.  For example, the objects purchased such as furniture, cars etc. symbolize what 
that person stands for.  “Recent studies have established that people’s perceptions of product 
symbolism and the meanings of possessions depend on certain individual differences in 
personality.  In particular, it appears that judgments concerning product meanings are related 
to one’s degree of awareness of the self as a social object” (Holbrook et al, 1990, p6-16).  In 
particular, there have been studies which have concentrated on the impact of self-monitoring. 
Self monitoring refers to “Showing that self image is reflected in one’s self-presentation to 
others through visual props such as clothing and furniture” (Holbrook et al, 1990, p6-16).  
Research has demonstrated that self-monitoring influences the evaluation of furniture 
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directly.  Therefore this needs to be a considered factor within the design process.  This is to 
say that at the stage of conception, the targeted group for whom a product is directed at, 
should be clearly defined and investigated thoroughly as to their personality, views, goals, 
backgrounds, aspirations, wants and social impressions, groups, and cultures.  It is vital that 
the designer has an in-depth understanding of the person they are designing for.  In doing so, 
they can then create products which serve as the ‘props’ they require, which portray the 
correct symbolic meanings about the user to others.  Although ‘market research’ has tried to 
carry out this role, a much more sophisticated approach is required. 
 
Chapter 3. Tools and Methodologies 
 
The objective of this research is to investigate the significance of emotions within the design 
and consumption of furniture.  As this subject is becoming so large and influential to the 
design industry, it seems vital that we have a better comprehension of it, so it is possible to 
understand and analyse how consideration of emotions really affects the entire process of 
design, from the initial concept, to the design stages, the marketing, through to the 
consumption.  It is only by developing and advancing tools, models, frameworks and 
methodologies to aid such research will it be possible to fully understand the impact of 
emotions within design. 
Having carried out an extensive literature review, it is now evident that to understand 
emotions within design, it is necessary for designers to have a thorough understanding of the 
people they are designing for.  It is no longer acceptable to just consider the functional needs 
of the consumers.  Designers need to be able to, as close as they can, get inside the heads of 
the people they are designing for, they need to know their wants, aspirations, dreams, 
thoughts, culture, background and to be fully conversant with the lifestyle they live or want to 
live.  Only then is it possible to create products that improve peoples’ lives, which live up to 
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the dreams, aspirations and wishes of the consumers.  But due to the very nature of emotions 
it can be extremely difficult to quantify the emotional responses of consumers.  This is a 
psychological issue which requires a more refined approach than the traditional proto-type 
methods, which is why it has been necessary to research models and frameworks which relate 
to the psychology of design. 
As we have become a ‘buy it today, sling it out tomorrow’ society, which is completely 
unsustainable, one of the benefits of designing to meet emotional needs will be a desire to 
keep goods longer.  To do this it needs to be ascertained if it is possible to build relationships 
and attachment between the consumer and product, with the use of an understanding of 
emotions.  If designers have a better understanding of how to induce pleasurable emotions to 
the user through their products, it may be possible for consumers to fall in love with their 
products and develop such an attachment to them that the rate of consumption will slow 
down?  Of course, this raises further issues which are beyond the scope of this work! 
Furniture encompasses many different items, which makes it difficult to make practical 
comparisons between them; therefore it was necessary to focus the study on one item of 
furniture.  Chairs were chosen as an obvious choice, as most of us interact with them at some 
time in a day.  The chair seems to epitomize furniture, we get close and personal with them, 
maybe emotional; we chose them to adorn our homes, and they help us facilitate our daily 
challenges.  Many designers from different fields have chosen to design chairs; they seem to 
want to express themselves through their design, architects are certain that the chair is a 
structural issue and they approach it accordingly. 
To date there are no direct methods for predicting, evaluating and measuring human/product 
emotions.  Nearly all of the research carried out to try to obtain some measure of feelings has 
been done through the use of questionnaires.  It is apparent that emotional responses are 
influenced by many factors making this a complex subject to understand and assess.  There is 
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no specific formula that will work for all.  Emotions are almost impossible to quantify and 
manage, but researches/researchers don’t really have a choice now.  Recognising the 
importance of emotions within design, we have to strive to discover innovative methods of 
calculating pleasure. 
Having investigated many different tools and methods which have been developed to gain an 
understanding of the relationship between design and emotion, some specific examples will 
now be focused upon.   The following particular studies have been highlighted as they 
consider pertinent issues to the question of this thesis, such as; pleasure and products, 
products usability, function, evoking sensory and aesthetical pleasure, product attachment 
and comfort.  Different methods and tools have been used to ascertain information about such 
topics, some of which have been extremely useful to learn from and develop specifically for 
the methodology of the chair study. 
 
 
3.1 Designing Consumer - Product Attachment 
 
Studies carried out by Hendrik, Schifferstein, Mugge and Hekkert at Delft University of 
Technology, The Netherlands, suggest that by strengthening the emotional connection 
between the user and product, the products lifespan could be increased and potentially reduce 
unnecessary waste.  In a world of restricted resources, this could consequently be beneficial 
to leading a more sustainable society. 
The more emotional attachment the consumer has with a product the more likely the 
consumer is to look after it, repair it and keep hold of it for a longer period of time.  Plus, the 
longer they own it, the more experiences they will have with it, thus potentially encouraging 
a deeper consumer-product connection. 
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This study illustrates how memories significantly boost attachment, a product which evokes 
memories is positively enhancing to the consumer-product connection.  Research suggest that 
enjoyment from a product is what initially creates the connection to a product, but it is the 
memories that evoke the connection to a product that the consumer has owned for a long 
time.  However the following examples show how connections differentiate depending on the 
nature of the product: 
A woman has had a beautiful pendant for over 30 years and it was the first gift her 
husband bought her.  She describes how she always keeps it close to her and she can 
still remember how she felt the day he gave it to her.  There are many different issues 
involved in this instance, such as memories, the significance of who gave it to her and 
the beauty of the object.  This is very different for products that are utilitarian. 
A woman comments on a lamp she bought some time ago, she initially bought it as 
she liked it and needed a lamp, if it breaks she will replace it, maybe with something 
similar, maybe not.  But, she explains it is something to use and she would not be 
upset if it broke. (Schiffersteirn, Mugge, Hekkert, 2002, p327-331).. 
 
The study shows that if designers want consumers to have a connection with products, they 
have to find ways to form attachments between the consumer and product thorough 
memories, places, people or events or through evoking pleasure through the use of the 
product.  This means designers need to design products that are not only useful but also 
pleasurable, evoking sensory and aesthetical pleasure.  Interestingly, Schifferstein, Mugge 
and Hekkert suggests that a corresponding design strategy may start out by evaluating the 
signals emitted by a product and the corresponding sensations perceived by all the sensory 
systems (vision, audition, touch, smell and taste) during usage.  The designer should look for 
a pleasant combination of ways to stimulate the product user.  Part of this strategy entails 
52 
 
determining whether the different elements provide a consistent whole, whether they clash 
together, confuse the consumer, or trigger the consumer’s interest. 
 
3.2 Colour Preferences and Visualization of Design Choices 
 
Woodcock and Wright of the University of Derby (Design and Emotion, 2004), carried out 
the following case study to show the connection between colour preferences and different 
colour emotional effects (e.g. warm-cool, tense-relaxed, etc.), single colours and two- colour 
combinations, were examined in this study.  A psychophysical experiment was carried out 
with 20 single colour patches and 190 pairs of colour combinations.  Each colour sample was 
exhibited on a consistent grey background in a viewing booth.  14 British and 17 Chinese 
participants were asked to judge 10 pairs of emotional effects: warm-cool, heavy-light, 
modern-classical, clean-dirty, active-passive, hard-soft, tense-relaxed, fresh-stale, feminine-
masculine, and like-dislike.   
The like-dislike is connected to colour preference.  The pair comparison method was used in 
this experiment, e.g. Participants selected which of the two adjectives compared, say, warm-
cool, is associated with the colour sample displayed. 
By using the visuals, comparisons were able to be made, from different nations and different 
genders, it revealed that there is considerable cultural difference when considering tense-
relaxed and like-dislike.  Substantiating the point, that connections with colour and emotions 
are partly dependent on culture, as well as personality. 
A number of related methods using colour and other visualization techniques are also used. 
These include: The Geneva Emotion Wheel, image boards, inspiration and assessment cards, 
MDS-Interactive, mood matrices, scenario building, Skin 2, and visual scanning and 
assessment processes. 
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3.3 Function Versus Attraction 
 
Considering the user priorities in a product design and to what degree function is related to 
attraction (emotion) is vital to a products’ success in the marketplace. Martin Maguire of 
Loughborough University, UK (Design and Emotion, 2004) has carried out a study 
attempting to ascertain  how significant a product’s usability is, and how does this trade-off 
align with style and function, and is usability an important factor when evaluating a product's 
attractiveness.  
The study was based on a questionnaire survey, investigating what features users liked and 
disliked, about specific products they possess.  A group of 115 people, all from mixed 
backgrounds were chosen, 69 between the ages 18-30; 42 between the ages 31-50; and 4 aged 
over 51.They were asked to consider one electronic household product and list the following; 
(a) up to three features that they particularly liked about it 
(b) up to three features that they disliked about it 
For each feature they had listed they were asked to classify it, indicating whether they 
associated   them to: style, function, usability, cost or any other classification. 
The results of the study showed that function was of most importance to consumers when 
deciding their (like or dislike) to a product.  Usability showed to be of less importance 
however it still played a considerable role in determining consumers likes and dislikes of a 
product.  The investigation showed the relevance of style to consumers, style is a lot stronger 
in peoples liking a product (37%) than in their dislikes (15%). 
Although functionality is also highly significant to a consumers liking of a product (37%), the 
lack of functionality or poor functions is a more important factor in consumers dislike to a 
product (45%).  Therefore it is a powerful motivator and without it, provokes negative 
emotions in the consumer/user. 
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The investigation looked at the relationship between usability and the attraction.  Function 
and style was shown to be the most important factors in consumers likes and dislikes to a 
product, while usability seems to play a lesser role.  Although much more information was 
obtained, it was based on electronic products, and was therefore less significant for this 
report.  However it is clear to see by using a broad range of participants from different ages 
and different back grounds, and carefully selected questions, questionnaires can provide a 
substantial amount of useful information regarding usability, function and style.  
 
Perceived Comfort Assessment 
The basic problem is that the terms ‘comfort’ and ‘discomfort’ are generally regarded as two 
end-points on the same scale.  By defining ‘comfort’ and ‘discomfort’ as separate factors, 
where ‘discomfort’ refers to physical experiences and ‘comfort’ refers to mental impression 
of seats, much of the problems associated with sitting comfort evaluation can be solved.  
Zhang et al, (1996) identified independent factors of comfort and discomfort in office chairs 
and found that the comfort factors were unaffected by the time spent in the chairs, implying 
that comfort could be assessed immediately and, in addition, provide significant differences 
between chairs.  Moreover, two seats would elicit different ratings of comfort, depending on, 
for example the aesthetics of the cloth material (Zhang et al, 1996).  Thus, people’s 
impression of aesthetics affects their perception and preference of seats (Helander and Zhang, 
2001).   This was also found to be true in the chair study carried out for this thesis, a chair 
which was not necessarily considered to be the most comfortable was preferred, due to other 
features such as style and the use of materials.  For the automotive industry, this approach to 
comfort and discomfort give rise to more efficient and cost-efficient seat evaluations by 
focusing on the perceived comfort (unless there are no obvious violations of biomechanics 
design rules), with clear results in terms of the users’ preferences. 
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3.4 The Role of  Pleasure in Product Design  
 
The consideration of pleasure in product design recognises the function and nature of a user's 
emotional relationship with their belongings. It has become a serious academic study in 
recent years and uses a number of methods and tools. One useful example is the work of 
Porter et al. Using the “Four Pleasure” frame work in conjunction with Jordan’s hierarchy of 
consumer needs, (see further below) the following study was carried out by Samantha Porter, 
Shayal Chhibber and J Mark Porter. The main aims of the investigation were: 
 To identify which features of products bring pleasure to people, and to evaluate how these 
perceived features change with the age and gender of the product user. 
 To analyse the findings within the context of Jordan’s theoretical framework. 
 To utilise the data to begin to construct a ’pleasure concept’ that provides a clearer picture 
to the pleasures gained by product users. 
 To consider how this information might be practically communicated to, and used by 
designers. 
Initially two methods were to be used to record data; a questionnaire and a verbal interview, 
however the questionnaire was not able to capture the depth of the information given and 
therefore was not used.  Recorded interviews allowed the participants to be able to freely talk 
and demonstrate their enthusiasm, giving a more realistic and informative response. 
Participants, (twelve males and twelve females from different age groups) were asked to talk 
about three products that give them pleasure, each interview was videotaped.  A 
questionnaire was used to collect their personal information and record information about the 
products and a set of statements relating to functionality and usability and the four pleasures 
generally. 
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An analysis of the results uncovered some interesting findings, such as; in some products 
there were different types of pleasures induced, dependent on gender. “In the socio-pleasure 
aspect males were inclined to favour products that demonstrated discerning taste and females 
were inclined to gain pleasure from products which provoked social interaction” (Porter, 
Chhibber and Porter, 2002).  There also appeared to be some differentiations between the 
ages.  Younger people seemed to obtain more pleasure from objects which portrayed an 
image to other people. 
The report also included focusing on communicating this form of data to designers:  “using 
the data and images from the interviews the basis for a database of ‘pleasurable products’ was 
developed.” (Porter, Chhibber and Porter, 2002).  This helped to give emphasis to the 
products each of the participants chose as well as accentuating the types of pleasures each 
product induced to them.  This tool was ascertained as being very effective by practising 
designers, they felt it developed and their ideas and attitudes towards design. “The ‘pleasure 
product’ database could be developed as a CD tool, which would be compatible for any 
number of participants and any product type. Using a greater number of participants, further 
studies could be carried out which would help validate these findings.  (Porter, Chhibber and 
Porter, 2002).  
It is clear that the structure behind this method is useful and with further development could 
become an effective tool in understanding which products evoke which pleasures to the user. 
 
Several other additional  tools and methods could also be considered such as; cultural probes, 
differential emotions scale, Emo and Emofaces, Extreme characters, PAD emotion scales, 
Premo, product semantic analysis (psa), SEGIT, and the [product and emotion] navigator. 
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Having investigated the methods and tools to be used in the methodology for the chair study, 
the following section explores the strategy to be taken in order to obtain constructive data 
from the study. 
 
3.5 The Method for this Furniture Study 
 
In 1987, Thomas Davis carried out a study to investigate how people felt about different chair 
types. He showed participants line drawings of furniture sets. The furniture was grouped into 
types such as; Contemporary, Traditional, or Country.  The problem was each set included 
different items of furniture, for example, the contemporary group was the only one to include 
a couch, only the traditional group included a chest and the Country was the only set to 
include a table.  Therefore although participants would get an impression of the styles of each 
of the sets, they cannot thoroughly differentiate against each item of furniture within each set.  
“The respondent may regard a set as more pleasing, attractive, functional, impressive, etc., 
however this may not be due to her favouring the relevant style but due to the fact that  he or 
she actually needs, wants, or likes the chest, couch or table” (Holbrook, Solomon, Bell, 
1990).  This study would clearly benefit from further development as it is currently difficult 
to ascertain what can constructively be analysed from the data as there are so many variables, 
which require further investigation. “The author should have concentrated on the 
differentiations between the set ratings, as opposed to summing them.  Questions such as: 
whether the relative differences between contemporary and traditional styles on such 
attributes as appealing, attractive or beautiful.” (Holbrook et al, 1990).  However the 
fundamental principles of the study had the potential to offer some constructive and valid 
data, therefore with some development and a more thorough approach this study could be 
advanced into a useful tool to gain an understanding of how people feel about different chair 
types. 
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The various methods discussed above do not all fit with this project but give an overview of 
the range of possibilities. In many cases the methods are applied in the very early planning 
stage of design work, whilst others are more appropriate for post production analysis. The 
ones that have been most useful for this study are conjoint analysis, archetypes, product 
attachment scale, perceived comfort assessment, product semantic analysis and the important 
four pleasure frame work.  Certain aspects have been modified and amalgamated with other 
factors, models and frame works to tailor the method specifically for the exploratory trial for 
this study. The results of the trial are largely dependent on the success of this study therefore 
it has been imperative to be very specific and learn from the results of other trials using other 
methods, in order to gain the maximum benefit from the results of the exploratory trial.  The 
following shows the practical methods which have been created, with the objective of gaining 
an understanding of which chairs induce different pleasures to the user, and if possible 
identify specific areas or characteristics which are prominent.   
The initial concept was to gain an understanding of how emotions can influence the design 
and consumption of chairs. To achieve this it was necessary to carry out an exploratory trial 
which included asking participants to interact with a variety of chairs. This process was based 
on the conjoint analysis method to establish the relative importance of particular components.  
If it is possible to achieve a clearer concept of the factors and methods which evoke 
pleasurable emotions to the users, this could help to contribute towards creating chairs which 
are more meaningful to the user, which enables them to get a deeper level of satisfaction, 
physically, emotionally and morally.   
The exploratory study involved asking 20 participants who were selected from the public 
from various backgrounds to interact with five selected chairs set out in a series of neutral 
spaces. The type of chair was categorized according to its type.  This allowed for engagement 
with the concept of archetypes, whereby each chair was chosen to represent a particular type 
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with its unique distinguishing factors. The idea was to consider the emotional connections 
between the chair and the user in relation to the image of the chair model. 
Each category was screened and sectioned into its own private area, so participants were not 
distracted by other chair types.  Images and swatches were displayed on the screens to 
support each category. 
Participants were asked to sit in each of the chairs, in no particular order.  They were 
encouraged to sit on them in any way they wanted, as they would at home.   At this point the 
methods that informed the questionnaires were based on a version of the product attachment 
scale, Kansei evaluation and the perceived comfort assessment. How the subjects reacted to 
each chair was considered on a product attachment scale. The use of the Kansei idea which 
relates to ‘higher order’ functions of the brain such as inspiration, intuition, 
pleasure/displeasure, taste, curiosity, aesthetics, and creation was important in analysing the 
emotional responses to the chairs. The perceived comfort assessment reflected not only a 
response to physical comfort/discomfort but also the relationship between comfort, archetype 
and aesthetic of the chair. Finally the product semantic analysis (PSA) and the 4 Pleasure 
Framework linked the desired profile of a chair to the emotional; responses to them 
To attain the data some practical processes were undertaken. Whilst the participants were 
concentrating on the chair, a series of questions from a structured questionnaire (see 
Appendix) were asked in a non formal manner.  This was so they felt as easy as possible and 
would freely express their feelings about the each chair.  Although it was vital to adhere to 
the questions from the questionnaire, for comparison reasons, it was also important for the 
trial to be free enough with the questioning to encourage the participants to talk about their 
thoughts and feelings, which at times meant that the investigator was being completely led by 
the participant.  Some chairs had real in-depth meaning to some participants; this was only  
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identified by reading between the lines and going beyond the questionnaire and literally using 
human instinct to tentatively persuade them to enter into verbal discussion, when some kind 
of emotion was sensed. In some cases this natural information which was obtained was the 
most telling and important to the study, as it got “inside the heads” of the participants, as they 
told stories of their experience with specific chairs.  This information could never be 
achieved by using the questionnaire alone; intuition was an important element in collecting 
this information.  All the questions on the questionnaire were answered by all of the 
participants, providing some significant findings, which were then compared between the 
different chair categories.  However the diversification away from the questionnaire, did at 
times mean the manner of questioning was individual to each participant, which meant this 
obviously had no basis for any comparisons to be made, however it still provided some 
extremely interesting findings.   
This certainly meant the trial was exploratory, it was hoped that the questionnaire would give 
some scientific validation to the trial, however it is interesting that in order to intuitively 
understand the participant’s thoughts and experiences, and be led by them the trial was often 
directed away from the questionnaire. This indicates that although some interesting 
information was obtained from the trial and the use of the questionnaire, it is only part of the 
picture, the information is significant for some situations, but for in-depth, psychological 
information this methodology is somewhat limited.  It seems that, to obtain a more thorough 
understanding of people’s thoughts and experiences with specific chairs, further in-depth 
tools which allow more time to engage with the participant need to be developed.  
It was hoped that more participants would be involved in carrying out the trial, however due 
to the time implications this was not possible.  It was also planned to create a  scenario 
building method but this proved impractical in the circumstances, but should be considered 
for future work. Therefore it was decided to also carry out a written trial, using exactly the 
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same formula, and questionnaire, however this time images of the chairs used in the actual 
practical trial where shown to the participants.  This obviously would be very different to the 
actual trial and it was expected to provide a slightly different perspective of responses due to 
the fact the participants were not actually interacting with the chairs.  However it was felt this 
was a necessary exercise; to provide a back-up should the practical trial not provide 
convincing data, to obtain more responses to the questionnaire from a greater number of 
people.  The trials were carried out completely separately, as two independent studies, 
however due to the nature of the study the focus of this thesis is on the practical trial, and the 
results of the written trial are discussed later in this section when compared with the practical 
trial. 
The previous chapters have considered the relationships between design, emotion and 
consumers in broad terms in order of demonstrating awareness of the different faculties this 
subject touches upon, and also to show an understanding of the diverse theories, practices and 
methods used within the extensive field of design and emotion.  The following chapters will 
address the topics; design, emotion and consumers in a more specific manner in order to 
refine the discussion, to enable it to focus precisely to the thesis. 
 
Chapter 4. Considering Design  
 
Designers are now pressured to provide more than just a well designed object.  This is partly 
due to the fact that the importance of human factors has now been recognised in the design 
process.  This involves considering peoples interactions with an object, and having a more 
holistic approach when designing.  The focus for the designer is therefore the human, the 
eventual consumer for whom the object is being designed for.  The user experience is the 
direct focus when designing and developing an end product.  The demands of the consumer 
need to be met, bringing the cycle back around to the needs and want of the consumer. 
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To try to meet the needs of the consumer and understand them holistically, designers have 
realised the importance of understanding the role of emotion. By gaining a better 
understanding this will enable them to design products that may be able to evoke pleasure to 
the user through interaction.  Designers therefore now have to consider additional different 
factors such as: 
 Psychological factors 
 The relationship between product and consumer 
 Subconscious levels 
 Society, culture 
 Materials, technologies 
As previously stated, to be able to consider people’s emotions, designers need to identify 
what is important to the consumers for whom they are designing.  In order to do this it is 
necessary to gain an understanding of consumers’ thoughts, feelings and activities, 
aspirations, values and rituals.   
Although there are a number of tools developed for this purpose (see above), this is an 
extremely difficult thing to measure as different people react very differently depending on a 
whole host of things such as childhood, their experiences, their culture, the society they live 
in! 
The faculty of design is immense, just one individual product type, offers a variety of styles, 
forms, diversities in an array of different qualities therefore it is almost impossible to 
distinguish one shared discipline which covers design.  To add to this, there are several 
differing philosophies and theories’ regarding what design is, how it should be implemented 
and what purpose it serves.  Many theorists liken design to a science, as a subject matter is 
given to a scientist; it is assumed the same is given to a designer; however this is not the case.  
Problem solving is only a part of the design brief today.  Scientists’ investigate a subject 
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matter based on scientific evidence, designers are given a brief from which they develop a 
concept, and using innovation and creativity they formulate and invent, and using different 
processes and practices they develop their work until it fulfils the brief.  By the very nature of 
design the practice and the end product of the design process to be laid open for questioning 
and debate.  As it is only when users interact with a product can it really be judged. 
 
4.1 Design Processes 
 
Design is about developing and progressing, offering a new solution to a problem, enabling 
people to have better objects, which will make their lives easier, happier and more successful.  
Therefore the design process is complex and in- depth, which involves exploring many 
different elements within or relating to that specific field.  However regardless of the object 
being designed, the process is often very similar.  The typical stages of the design process 
include: 
 
Formulating; this involves considering the pre- production design problem and viewing it 
from a number of different perspectives, which is called framing, this is basically questioning 
the validity of the problem. 
 
Concepts: are the mental, abstract suggestions based on achieving the design goal. “The 
impact of emotion is clear in this passage about architecture: “The artist, or rather the 
architect, thinks first of the effect he is aiming at, then he constructs the image of the space he 
will create in his mind’s eye.  This effect is the sensation that the space produces in the 
spectator: which may be fear or fright .... respect... pity ... the feeling of warmth, as in his 
own house ... forgetfulness, as in taverns" (Gravagnuolo, 1995, p23).It is at this point that 
considerations of the psychology and emotional context and content is evaluated. 
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Representing: is exploring and defining the design problem by sketching, model making, 
mood boards whatever means necessary to help the development of the solution, this involves 
scheme planning and proposals for the problem. 
 
Moving: is researching and investigating similar design solutions within the field or related 
topics. This allows existing ideas to be transformed into new, modified ones, but with 
identifiable features. Because for something to be completely new is extremely rare, design is 
usually a development process, constantly being superseded. 
 
Linking design problems and solutions: the problem and solution are often interlinked, 
therefore potential, uncertain solutions have to be continually developed and improved upon, 
which leads to the final  solution.  
 
Evaluating: this involves the evaluation and conclusion, the summary of the process and the 
end result; this includes constructive criticism and suggestions for future improvements a 
critic of the work, which develops judgement. 
 
Reflecting: is looking at how the design process and the product of the process, relates to the 
fundamental idea and initial concepts, reflecting on the process itself.  This includes stages of 
the process which could be repeated, with modifications, which could offer an even more 
enjoyable experience to the user. 
 
4.2 Type Forms 
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It has already been established that archetype or type-forms are often in the collective 
unconscious.  However, people have often experienced visual enjoyment and meaning from a 
variety of objects.  For this reason designers have deliberately endeavoured to design 
aesthetically pleasing forms to excite their visual senses.  These forms are based on a 
recognisable language which is commonly understood.  “The first condition of design is to 
know what we have to do; to know what we have to do is to have had an idea; and to express 
this idea we must have principles and a form, that is, a grammar and a language” (Viollet-le-
Duc,1875, p350).  For modernists the break with tradition and the rationality of design meant 
that design had to be related to modern life and technology. 
It is interesting therefore to note that a design grammar and language is something that can be 
learnt and in time becomes an archetype – which might be emotionally significant. In terms 
of twentieth century chairs and architecture, one of the most influential figures was architect, 
urbanist, painter and philosopher, Le Corbusier.   
Corbusier often rejected the language of ornament in favour of plainness and simplicity 
provided by geometry for example.  As a result, for Le Corbusier, the decorative arts were 
detached from the tools. He believed that embellishment concealed poor quality materials and 
imperfections in the design.  He referred to decorative arts as ‘the final spasm of a predictable 
death’, as he did not expect it to continue in the future.  He believed that trash was always 
profusely decorated, while “luxury objects where well made, neat and clean pure and healthy, 
and its bareness reveals the quality of its manufacture.” (geocities.com/LeCorbusier)  This 
rejection had at its roots, the idea of reduction to essentials – a type form.  
In 1928 Le Corbusier began experimenting with furniture design with architect, Charlotte 
Perriand.  After viewing some of her work Le Corbusier invited her to work with him, along 
with his cousin, Pierre Jeanneret, who also worked on many of the furniture designs. They 
were inspired by the new machine aesthetic which exposed the design, and freed it of any 
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needless decoration.  The emotional content came from a philosophical understanding of 
design.  
Le Corbusier defined the expectations for furniture in his book  L'Art Décoratif d'aujourd'hui, 
in 1925, in which he declared that as we are all essentially alike and furniture is an 
amplification of ourselves, type furniture is to be expected.  To explain this he clarified three 
different furniture types: type-needs, type-furniture, and human-limb objects. He described 
human-limb objects as: “Extensions of our limbs and adapted to human functions that are:  
type-needs, type-functions, therefore type-objects and type-furniture. The human-limb object 
is a docile servant. He said “A good servant is discreet and self-effacing in order to leave his 
master free.  Certainly, works of art are tools, beautiful tools. And long live the good taste 
manifested by choice, subtlety, proportion, and harmony.” (wikipedia/wiki/Le_Corbusier) 
Le Corbusier and Perriand were now putting this concept into practice through their work, 
together they “developed a series of tubular steel chairs, which were then and still are today-
hailed as icons of the machine age”.(designmuseum.design/charlotte-perriand).  Le 
Corbusier’s work demonstrated his argument that the best designs are the simplest.  Indeed 
these chairs are aesthetically very pleasing, as they exude purity, eliciting pleasurable 
emotions.  However their functionality is to be questioned, for example the Chaise Longue 
below, is too narrow to rest ones arms at the side.  Instead as can be seen on the photo the 
user has to fold their arms over their body, and the seating position is strictly dictated to the 
user. 
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    Figure 7: Charlotte Perriand on the Chaise Longue.                Figure 8:  Fauteuil Dossier. 
 
Le Corbusier believed that “the taste for decorating everything around one is a false taste and, 
an abominable little perversion.”(geocities.com/LeCorbusier)  Designers who seriously 
wanted to induce enjoyment through their designs choose materials by considering their 
strength, lightness; quality and durability claimed Le Corbusier.  “The new generation was 
born to accept these new light form products and simple truths; with new materials and 
forms, constituted the basis of a new sense of harmony.” (geocities.com/LeCorbusier)   
With Le Corbusier’s purist idealism, he celebrated the exploration of new materials and the 
concept of standardisation.  He deduced that “massive decoration does not survive the test of 
time, as they hide flaws and are not needed practically.  This is proven with movements in the 
history that were short-lived, for instance, Art Nouveau and early Bauhaus Expressionist style 
which emphasis on exaggerated forms.  Modernism or any other design that aimed at 
functionality superseded these former movements.” (geocities.com/LeCorbusier) 
It is my view that this is because over styling and decoration become too obtrusive to the 
object, I agree with Le Corbusier that there is falseness about them.  Decoration also dates 
objects too easily.  Specific styles of décor are classified to certain periods in history, 
regardless that they may be beautiful and at that time in history were considered 
contemporary, they are now very dated.  Whereas objects which do not have such decoration 
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portray purity and integrity, they do not need any adornment to make them beautiful; their 
message is clear and honest.  
I believe objects which are pure still remain fresh with longevity as they cannot be easily 
dated.  The clever and elegant designs and use of materials make them appear contemporary 
even today, Le Corbusiers Chaise Longue is an example of this, it is nearly 100 years old, yet 
it is still being sold today and is used in advertisements to express contemporary living.  
Le Corbusier was not alone in his thinking, Maurice Dufrene, a founder member of the 
Societe des Artistes Decorateurs, was a French designer, who designed in an Art Nouveau 
style before adjusting to more simplistic forms using more significant materials and 
manufacturing processes and eventually openly accepting mass production.  In a survey of 
Modern Tendencies in Decorative Art in 1931 he wrote “beauty is not attained by means of 
additions and complicated arrangement, but by balance, volume, form, material and 
practicality” (Benton, Form & Function, 1975, p241).  
Although Le Corbusiers’ design philosophy was based on logic, honesty, functionality and 
quality, “he missed the spiritual emotions that are essential to humans.” 
(geocities.com/LeCorbusier)   
The concept of creating functional objects reduced to type-forms such as; furniture, weapons, 
pottery and clothing with aesthetically pleasing forms has been carried out for many years, 
because regardless of the task the product has to facilitate, the aesthetics of the product are 
very important to humans.  Le Corbusiers’ philosophy is embedded in deep meaningful 
values, which I believe is at the foundation of some of the most brilliant designs; however in 
today’s society we have to take a holistic approach and this means considering the users 
wants and needs, both physically and psychologically.  Therefore the designers challenge is 
to design products which are desirable and alluring in their form, by creating a harmonising 
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balance of functionality and decorative qualities, because people cannot omit decoration 
totally.   
Alastair Duncan defines human nature “Even if logic called for the immediate elimination of 
all ornamentation, mankind was simply not prepared psychologically for such an abrupt 
dislocation in lifestyle” (Duncan, 1988, p7) 
Designers need to use form to re-connect with consumers; they need to develop aesthetics to 
allure the consumer, whilst also meeting their functional and emotional needs.    “A good 
design attracts consumers to a product, communicates to them, and adds value to the product 
by increasing the quality of the usage experiences associated with it” (Bloch, 1995, p16).  
Figures from senior marketing managers, who took part in a survey, revealed that “the most 
important element in the performance of new products was stated to be design by 60% of 
them; price was considered to be more important by just 17%” (Bruce and Whitehead, 1988). 
The form of a product can contribute to its success in a variety of ways, such as:  a products 
form may be used to win the attention of consumers in saturated markets.  For example “To 
make sure they got noticed in the mature market for wrist watches, Swatch used a variety of 
unusual product forms.” (Hollins and Pugh, 1990).   
Another way may add to the success of a product is by articulating information to the 
consumer through its shape.  “Product form evokes initial instincts and produces implications 
regarding other product characteristics in the same way price does” (Berkowitz, 1987).  For 
example, the form of a product may express messages or meaning to the user by touching 
their emotions.  In terms of chairs, “the form of a chair may be considered too masculine, 
feminine, or high brow for some, which may make some people delay making their decision, 
which indicates they are experiencing ‘chair anxiety (Cranz, 1998).   
The form of a chair can express so much information to others about the user and therefore it 
can be vital for some people that their chair portrays the correct image. “Companies such as 
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Braun, Smith and Weston and Ralph Lauren, have used product form to advance their 
development in corporate and brand identities, they have individual design philosophies that 
enable them to develop and strengthen a recognisable corporate character” (Forty, 1986). 
Obviously these are ways of making form work to increase profitability, but I think it is vital 
that designers consider Le Corbusiers’ concept of designing with honesty, logic, integrity and 
simplicity.  Design is about far more than marketing and profitability; it’s about creating 
something of true beauty and endurance that physically, spiritually and emotionally fulfils the 
user in the long term.  
 
4.3 Concepts  
 
There are a number of particular concepts relating to design and emotion that have developed 
in recent years. Including; Participatory design, empathic design, affective interaction, 
universal design and immersion in context.  They use various different techniques, such as 
discussion groups, visually assessing how users naturally interact with products; they also 
build up a full picture of a specific targeted group, this may include information about their 
life styles, aspirations, and the object and people they surround themselves with, as this is a 
good indicator of how they perceive themselves.  These concepts enable designers to gain a 
holistic understanding of the people they are designing for, in order for them to identify how 
to evoke pleasurable interaction through their designs. 
 
4.4 Issues of Functionality 
 
The issue of functionality has always been and will continue to be a fundamental necessity 
for the success of a product.  The entire concept and reason for creating a product is borne 
from the intended function, which may be very far from the obvious practical images often 
related to fundamental design.  The view of ‘function’ has changed, over the last century.  
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For modernists, the reduction of design to one of simple functionality appeared to reduce 
chairs, for example, to their elemental structure, which often revealed construction, and 
ignored other functions that a chair might offer.  This was never accepted by the majority of 
consumers as this functional model often appeared cold, lifeless and lacking warm emotions. 
However culture today requires far more than just practical function from products, evidence 
suggests that the function of product experience is an increasingly important factor in the 
design of products.  Consumers are now wanting far more from their products, their 
expectations have been elevated.  Research from Sawhney (2000) indicates when looking for 
products consumers (a) insist upon functionality, (b) assume usability and (c) also pursue 
products which bring about pleasurable emotions to them.  “A design is successful when it 
has achieved several objectives and all the different functions appear unified.” (Cranz, 1998). 
This broader definition of function in a product can be provoked by factors such as materials, 
tactility, and the aesthetics of a product.  Consumers want products which make them feel 
happy, which look good, that they are proud of, which are pleasurable to interact with and 
generally enrich lives.  Italian manufacturer, Alberto Alessi, famed for producing everyday 
objects that spark emotional reactions, comments upon this fact: “More and more people buy 
objects for the intellectual and spiritual nourishment.  People do not buy my coffee makers, 
kettles and lemon squeezers because they need to make coffee, to boil water or to squeeze 
lemons, but for others reasons” (sanart.org.tr/PDFler/41) 
The field of design increasingly understands the importance and advantages of designing with 
emotionalism in mind, and therefore, how crucial it is to approach design holistically, many 
designers comprehend that this is now one of the most fundamental factors to the design 
industry. 
Many large manufacturing companies have enlisted the work of top design consultants’ such 
as Patrick Jordan to help them lead the way to a more holistic approach in design. “For 
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ergonomist ‘usability’ has conventionally been the key concern in product design.  The 
growth of ergonomics as a discipline is as a direct result of usability being recognised as one 
of the most important issues to a products success.  This is recognized in the International 
Standard IS0 DIS 9241-11.  However, the conventional approach is unsuitable to gratify this 
amplified consumer need” (Porter, 2002).   Cranz believes that “although the industrial 
design technique towards chairs has touched upon ergonomics, it was somewhat meaningless, 
whereas the artist method may have articulated or celebrated the workings of the human body 
more charmingly” (Cranz, 1998).  The field of Design has identified that a more holistic 
approach is required and indeed the mechanic of the human are being articulated through 
providing a more in-depth, emotional fulfilment.  Therefore many companies are 
implementing new methodologies with holistic approaches into the practice of design, such 
as Jordan’s ‘Hierarchy of Consumer Needs’ (2000), and Tiger’s ‘Four pleasure Framework’ 
both of which will be analysed below.  Traditionally the function of a product was perceived 
as the most important factor.   
However consumers have become so used to good functionality within their products they 
have become conditioned to expect this.  They have become so complacent that they are no 
longer satisfied with products which just facilitate a desired function; they now require 
spiritual and emotional fulfilment through their products. 
It is becoming increasingly apparent that functionality and reliability are assumed by 
consumers as being a ‘given’, and therefore successful design will meet other higher level 
needs.  For example, the formula devised by Frog design ‘Form Follows Emotion’ recognises 
that ‘product design should always include something extra; no matter how elegant and 
functional a design, it will not win a place in our lives unless it can appeal at a deeper level, 
to our emotions…. The emotional element can be present in any number of ways: it may 
appeal to our desire for enhanced nostalgia…. Or it might be a tactile ergonomic 
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experience…..or it could be reinventing the familiar.’  (Frog Design)  The idea of winning ‘a 
place in our lives’ is nowhere more relevant than when considering the design of  goods for 
the home. 
 
4.5 Psychological Factors in Design 
 
As is now clear, the subject of emotion within the context of design is as important as other 
factors.  Previous approaches have concentrated on issues such as use and function, all of 
which are completely necessary, but it seems consumer emotions within design have been 
greatly underestimated. 
In order to demonstrate the importance of emotions in the design context, Patrick Jordan uses 
three abstract levels, in which products should engage with the user; 
 Level 1 - relates to function, a product must be able to carry out the task it was 
designed for.  For example an oven must be able to cook food; it should function well 
and be easy to use. 
 Level 2 - is concerned with emotions linked to a product.  For example when using a 
mobile phone, one needs to feel trust and confidence in the product, such emotions 
contribute towards the user- experience. 
 Level 3 - relates to the aspirational qualities connected with a product (i.e. social 
status).  What does owning the product portray to others about the user?  For example 
owning a fast sports car suggests you are successful and cool. 
 
All these elements, functions, emotions and aspirations can be found in some products: “For 
example, of all the MP3 player, the IPod is the best seller regardless that it is more expensive 
than other models. Consumers consider the IPod is aesthetically attractive and is easy to use – 
it is cool, it feels good” (Khalid and Helander, 2006).  The impact of the emotion ‘feeling 
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good’ can influence consumers enormously.  This conjunction of aesthetics and usability 
creates an effect that makes the more pleasing object preferable to the equally usable 
alternative.  
This ‘apparent usability’ versus ‘inherent usability’ reflects people’s first impressions of an 
object which colours their subsequent attitudes.  Feeling or emotions of affection, loyalty and 
patience for example, are part of a smooth interaction between people and things. 
Within human factors and ergonomics, a term ‘hedonomic design’ is often used.  It means 
design that is dedicated to the development of product - human interaction which is 
pleasurable.  In the area of human – computer interactions for example the corresponding 
equivalent is a new term known as ‘funology’.  Until recently ergonomics focused their 
research on performance, however this concentration has recently moved towards pleasure 
and emotions.  The importance of issues such as fun, pleasure and emotions are being 
identified and are being investigated in many studies, to build towards the progression of 
hedonomic product design. 
When designing a product for pleasure, it should be enjoyable to use as it is vital that the 
interaction between the product and the user is faultless, resulting in pleasure being evoked to 
the user, it is also important that there is a long life to the aesthetics of the product.  Because 
the focus on emotion is relatively recent, these objectives are far from being fully 
accomplished, and it is clear the development of the life cycle of a product, with regards to 
emotions, still requires far more understanding, therefore it is necessary for designers to 
investigate into the different pleasures types evoked by products. 
It can be argued that to gain a thorough understanding of positive emotions, we need to also 
understand the negative pleasures.  “The hedonic advantages associated with product use as 
defined by Jordan as pleasure with products.  Whereas displeasure is the emotional hedonic 
penalties associated with product use, as noted by Coelho and Dahlamn” (Khalid and 
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Helander, 2006).  A lot of data can be gained from positive pleasure, by understanding the 
specific of the pleasurable factors, contrastingly, experiencing negative pleasure only really 
tells us what areas to stay away from.   
Khalid and Helander use an example of a chair to clarify this point.  “The comfort of a chair 
is associated with feeling relaxed, while poor biomechanics is associated with the discomfort 
of a chair. The sense of pleasure and relaxation is not automatically generated once poor 
biomechanics have been corrected.  They should be calculated as two different units (Khalid 
and Helander, 2006).  In fact Cranz argues, “We may feel a chair is comfortable and relaxing 
even as it is harming us physiologically.  So instead of admitting the prospect that chairs as 
such may be damaging us, we consume more and more time and money demanding to 
discover or form the perfect chair” (Cranz, 1998).  Whilst I believe this statement is extreme, 
as I do not consider that chairs are causing us physical harm, as there has been no evidence to 
substantiate this, I deem it fair to say that the emotional aspects of comfort and emotional 
well being do not necessarily follow good ergonomics.  As can be seen in section 8 of this 
thesis, there are situations when users prefer to choose a chair which offers them emotional 
and spiritual pleasure, regardless that it may not be the most comfortable chair. 
 
4.6 Consumer – Product Relationships 
 
The relationship between consumers and a product is crucial to successful products and is 
based on how consumers perceive the product as relating to their own goals and values.  The 
consumer/product relationship is therefore clearly influenced by emotions.  Dewey suggests 
the environment is made up of persons and things, which we interact with and build 
experiences from, which he calls ‘interaction’. This interaction creates relationships.  Ozlem 
Savas explains “the meaning of a product occurs as a result of a person–product relationship” 
(Savas, 2004, p317).   
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This relationship is subject to many differentiating features such as; functionality, tactility, 
colour and other varying characteristics within the product.  However it is evident that that 
are many other influential factors such as: 
 
 Culture 
 Aspirations 
 Values 
 Experiences 
 Taste 
 Memories 
 
This is a highly complex topic, as people from different cultures, with different experiences, 
aspirations, values and memories will all have different reactions to specific characteristics of 
a product and therefore, give a product an alternative meaning.  Sener and Demirbilek 
suggest that “design attributes enhancing desired feelings and emotions in products may well 
be hidden in the childhood period of people, when their main beliefs, values and thoughts are 
taking shape” (Demirbilek and Sener, 2003). 
Sener and Demirbilek also suggest that “products which correlate to memories or that narrate 
stories or that have some integral meaning will be more successful in evoking emotions” 
(Design and Emotion, 2004).  Therefore we are far more likely to build relationships and 
develop emotional attachment to such products, resulting in the user deriving a pleasurable 
experience through interacting with the product.  (A good example would be a family 
heirloom).  
The Italian domestic products company, Alessi believes that "A true work of design must be 
able to move people, to convey feelings, to trigger memories, to surprise, to go against the 
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grain it has to make us feel more strongly that were living the only lives we have to live" – 
(Alessi, 2007) http://www.sfu.ca/italiadesign/2007  Given that the designer has no knowledge 
of the memories and meanings products hold to each individual, the question is how do we 
tap into such emotions and provoke attachments and relationships? 
 
4.7 Technologies 
 
New technologies are developing at an astonishing rate, giving designers the ability to offer a 
more varied and advanced range of products to meet producers and consumers needs.  This 
section attempts to explain some of the most significant developments in furniture design 
which have inspired and led to the processes and designs of today. It is fascinating to see why 
some of the ‘design classics’ produce an emotional response as well as a functional one.  One 
of the most radical times for technology was World War 1. Events at that time meant that 
developments in design that led to huge technological advancement, new methods and 
processes were later transferred into different industries; this consequently had a huge 
influence upon production and consumption. 
An example that demonstrates the contrariness of emotions is the British ‘utility’ furniture.  
Following a shortage of materials during the Second World War, the government sponsored a 
range of furniture to be made which was called ‘utility’.  The new and improved 
technological benefits that were transferred to the furniture industry enabled utility furniture 
to be produced, reasonably cheaply, but well-made and long-lasting.  
In one sense it met a particular functional need, but as soon as people could buy something 
newer and more fashionable, utility was dumped.  The emotions it expressed reflected a war-
torn Europe which was at odds with the 1950s spirit of renewal. 
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Plywood example 
The 1950s was an exciting time for developments in technologies and processes, one of the 
most significant was wartime plywood technology. Advanced moulding and shaping 
techniques which were established for wartime use, and were eventually transferred to 
furniture, prior to this most manufacturers used simple plywood sheets to create furniture.  
The technological process of moulding plywood using veneer strips were initially used for 
creating drop fuel tanks on aeroplanes; however this method was altered slightly and then 
used for chair seats, this concept was a significant development, which was later transferred 
to creating fibreglass furniture. 
Generally the furniture industry comprehended the advantages of technological transfer, and 
they embraced the use of new materials, processes and production methods.  During the 
1950s this was celebrated, there was less deprivation; this was a decade bursting with 
creativity, which bought new styles and ways of living.  “Innovative styles in domestic 
architecture were a reaction to less conventional lifestyles, which consequently commanded 
flowing and easy furniture” (Garner, 1980).  For furniture, this decade reflected a new 
attitude; many designers disregarded the rules of the past and embraced the new concepts and 
technological processes they had at their disposal.  In fact, designers from other fields; such 
as sculpture, architecture, and product design also began to design furniture.  The 
amalgamation of creativity and technology at this time allowed designers to create organic, 
asymmetric, forms which seem to relate well to humans.  Organic design had become 
increasingly popular, as famous designers such as Charles Eames, Robin Day, Arne Jacobsen 
and Eero Saarinen all embraced organic design, which was made possible due to the 
developments in technological processes.  These allowed designers to produce ground 
breaking furniture, many of which are still in production today.  For example the Arne 
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Jacobson Ant chair which has consistently been manufactured since it was originally 
launched in 1952. 
 
               
Figure 9:  Arne Jacobson Ant Chair. 
 
This longevity must reflect not only the inherent ‘designers’ qualities in the chairs but also 
the potential for emotional engagement with it (them) for whatever reason. 
During the fifties there was an eruption of synthetic materials and advanced processes 
making it possible to use materials such as nylon, laminate, PVC, moulded plastic, melamine, 
plywood and vinyl, which at that time were the wonder materials of the modern age.  If it was 
synthetic it was modern, and if it was modern it was a craved-for commodity.  Although the 
Festival of Britain (1951) was staged to celebrate Britishness and a particular way of life, it 
also showcased new products to an eagerly awaiting public.  These were designed by new 
designers and architects, such as Terence Conran and Robin Day. 
In the United States similar ‘designing for people’ was occurring.  Designers such as Charles 
Eames and Eero Saarinen pushed the boundaries of technologies and design, Eames is one of 
the most inspiring designers of the twentieth century, his work has influenced furniture 
design in almost every country, he has set new standards in design and production through his 
advanced research into technology.  He was highly influenced by the design philosophy of 
Alvar Aalto, who was one of the founding fathers of Organic Design.  Indeed the very name 
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organic design seems to have an emotional quality especially when contrasted with a 
mechanistic ‘inorganic design’. 
Collaborations between Eames and Saarinen enabled Eames to develop his organic concept 
further, which resulted in some unique seating designs.  Their prize winning revolutionary 
designs incorporated two state of the art manufacturing techniques, the moulding of plywood 
into complex curves and cycle welding, which enabled wood and metal to be joined.   
Their chairs were made from ply-wood shells, not bent just in one direction as had already 
been achieved by Alvar Aalto and Breuer, but moulded into two directions.  Eames brilliance 
with ply-wood was due to his technological understanding of the material, and from his 
approach derived from his belief that “there is an intrinsic brilliance in creating the utmost 
use of the slightest amount of material” (Eames, 1973, www.loc.gov/exhibits/eames) 
 
                                           
Figure 10:  Eames and Eero   Figure 11: Eames Moulded Figure 12: Eames Lounge  
Sarrien’s Moulded Plywood   Sculpture, 1943    Chair Prototype, 1945. 
 Chair, 1940.  
 
Eames approach to design was truly unique and enabled him to accomplish his mission which 
was to “get the majority of the best to the maximum amount of people for the smallest 
amount” (Design of the 20th century).  To help establish his mission, he designed a series of 
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moulded fibreglass chairs, which included the technological advancement of designing one of 
the first unlined plastic seats to go into mass-production.  The concept of developing a seat 
shell which could be used with a diverse range of bases was revolutionary. 
 
    
Figure 13:  Ray Eames with a plaste Figure 14:  Eames Chair shells designed  
for The La Chaise, 1948.     in 1941-45. 
 
In fact his entire approach towards design was revolutionary, he believed “he was an 
architect, he could not resist looking at the problems as problems of structure and structure is 
architecture” (Eames, 1973).  Through his practice he demonstrated how modern design can 
and should be used to improve the quality of life, human perception, understanding and 
knowledge.  He was clearly aware of the role of emotion in design, even if he did not 
explicitly name it. 
Advanced technologies led to the increase of productivity, Robin Day’s injected-moulded 
polypropylene stacking chair was one of the first pieces of furniture to fully exploit the mass 
manufacturing potential of thermoplastics.  Processes such as this led to changes in 
consumption patterns, attitudes shifted towards a ‘use it today, sling it tomorrow’ ethos.  
Throughout the years this has been fuelled by advancing technologies and methods, which 
has fed consumers with a constant, progressive flow of; diverse, new, more improved, more 
technical, range of products. 
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Figure 15:  The Robin Day Polypropylene Chair. 
 
Consumers are constantly being offered newer, and more advanced, sophisticated products.  
Products such as mobile phones for example are often upgraded on a yearly basis.  With such 
a high turnover of products, consumers often have very little emotional connection or 
attachment to products.  To neutralise the coldness of such advanced technological 
complexities, human emotions need to be implemented as part of the overall design process.  
The complexities of human emotions need to be recognised as the most significant and 
integral factor within the design process. 
Whilst technological development is apparently necessary, it appears that overzealous use of 
technology can potentially leave consumers frustrated and confused and unable to keep up 
with such advances.  There is a danger that design and development is getting carried away 
with the technicalities, which is having a dehumanizing effect on products.  It appears that 
many designers are forgetting who they are designing for, consequently leaving the real 
human needs and demands way behind.  Consumers have almost become conditioned to want 
more and more advancement, which questions if their real needs as a human being are 
actually being met, or are they just consuming what they think they are expected to?   
It is all very well designing the most advanced technological product, but if it does not 
actually fulfil the emotional and spiritual needs of the consumer, that product will be 
superseded with a replacement within six months, whilst the consumer continues their quest 
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to find something to fulfil their real needs.  Technology is an absolute integral part of the 
design process, but it needs to work within the realms of humans, as sensitive, spiritual 
beings, and not as machines.  One aspect of human-science interaction that attempts to 
address some needs is ergonomics. 
 
4.8 Ergonomics or Human Factors 
 
Ergonomics is the scientific discipline concerned with the understanding of interactions 
among humans and other elements of a system or object, and also the profession that applies 
theories, principles, data and methods to design in order to optimize human well-being and 
overall system performance. 
There are five recognized aspects of ergonomics: safety, comfort, ease of use, 
productivity/performance, and aesthetics.  
 
 Safety – self explanatory and fundamental to many designed objects 
 Comfort – a basic human need and essential in chair for example. 
 Ease of use – functionality of an object must be a given.  
 Productivity/performance – improving the operation of an object is a desirable goal.  
 Aesthetics – products that are aesthetically pleasing, will appeal to the emotions 
 
Many of these are essential functional issues, but others do touch on the emotion context.  
Dr Patrick Jordan is a highly influential figure in ‘human factors’ research, and author of 
Designing Pleasurable Products (2000).  Jordan believes human factors are becoming 
increasingly important to and are now central to the design process.  The contribution of 
human factors is not just to enhance usability, but also to have a positive impact upon a 
product’s market value.  People are becoming far more aware of its relevance, due to the 
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positive results of selling goods which touch the emotions, and design students are 
increasingly aware of the potential of emotion and design.  Jordan maintains that ‘human 
factors’ discipline and profession, needs to consider the pleasurability of products if 
consumers are going to take full advantage of owning the product.   
Consumers also now expect products to be simple to use.  “Usability has progressed from 
being ‘satisfier’ to being a ‘dissatisfier’.  This means people are not pleasingly surprised 
anymore when a product is usable, but are objectionably surprised when a product is 
difficulty in use” (Jordan, 2000).  For the ergonomist, usability has been the key aspect in 
product design and this has been one of the fundamental aspects in certifying the product’s 
success.  Consequently ergonomics has developed as a discipline and is acknowledged (as 
stated previously) in the International Standard ISO DIS 9241-11.  However, this approach 
alone is not enough to meet with consumer needs. 
Ergonomists are investigating scientific methodologies to gain an understanding of the 
human/product relationship; they are providing varied proposals, modified to each type of 
consumer, for each type of physical, social and cultural environment, as opposed to one 
standard solution. However Galen Cranz (a professor of architecture) argues against investing 
into ergonomic furniture, as she believes chairs are actually harmful.  Cranz states “back pain 
is second only to the common cold as a reason for absenteeism from work, while sedentary 
work is the obvious culprit; more specifically the apparatus that supports the seated body is to 
blame. Let’s face the considerable evidence that all chair sitting is actually, harmful.  Experts 
report an increase in back problems over the last century that correlates directly with the 
increase number of hours we spend seated.  We may be out of touch with this reality; 
psychologically, we may feel a chair is comfortable even though it is harming us 
physiologically.  So rather than face the possibility that chairs as such may be harming us, we 
spend more and more time and money trying to find or create ideal ones” (Cranz, 1998, p18). 
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Instead of spending more money on ergonomic chair development Cranz’s, suggests it may 
be better if the focus was on formulating a revolutionary system, which incorporated and 
endorses increased movement whilst sitting.  “This perspective might tempt us to conclude 
that chairs are a lost cause” (Cranz, 1986, p19).   
I disagree with this view, I do not believe we can directly hold the chair responsible for 
increased back problems; it may be the case that it correlates with an increase of seating 
hours, however there must be many other factors which influence this, such as; exercise, 
people’s weight, fitness, activities as well as lifestyles and even society.  How can we be 
adamant that the chair alone is to blame?  As time progresses and society evolves, people’s 
needs; physically and psychologically are being recognised more and more, years ago it was 
not so acceptable to get a doctor’s note for a bad back, nor would companies tolerate this. 
However there are now more regulations within Health and Safety than ever before, 
companies can now be taken to court if their employees get injuries such as repetitive strain.  
Therefore issues such as back pain as far more accepted and recognised, so how can we 
compare the amount of absentees from back pain from years ago to now?  If the chair were a 
lost cause and it was as harmful to our bodies as Cranz suggests, why in such an amazing 
world have we not designed the so called solution? 
We can send man to the moon, carryout complex brain surgery, separate the atom, create 
things beyond our belief, yet if we are to believe the view of Cranz we still cannot design a 
replacement for the chair to hold our bodies in a comfortable position, which does not cause 
us harm! 
For the moment most designers and ergonomists seem to be satisfied that the recognised 
basic structure known as the chair is an accepted method of supporting our bodies.  However 
many now recognise that good chair design is about far more than just ergonomics, it is also 
about creating a pleasurable experience, and a more meaningful chair – user relationship. To 
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help develop such relationships, pleasure-based approaches are increasingly being adopted, as 
they rely heavily upon building an understanding of the people who will be using the 
products and comprehending the relationship between the product and the user.  Jordan 
believes excellent design has an attachment to people, meeting our functional and 
psychological requirements and “It articulates to our personalities and values, our dreams 
aspirations, wishes and fears, and” (Jordan, 2002).   
Well designed objects have a positive impact on the lives of the people who interact with 
them, potentially evoking happiness, personal gratification, social justification, self 
articulation and corporate accountability. In order to create such powerful meaningful designs 
and to understand the people for who these products will be designed for, it is essential that 
we understand people holistically, in order to do this we need to have a good comprehension 
of emotions. 
 
4.9 Ergonomics and Chairs 
 
The design of chairs has many encompassing factors, many of us spend most of our working 
day sat on a chair and again when we get home.  So it is vital that they offer comfort, 
durability and aid us to fulfil our needs.  To help us to do this, ergonomists, are attempting to 
apply their tools to understand the physiological, anatomical and psychosocial factors that 
may lead to better chair design, in particular, the office chair.  This has been extremely 
demanding for industrial designers and has been part of the drive instigating the industry to 
investigate other methods and factors from other fields; the motivations and requirements for 
office furniture are very different from furniture for the home, however comfort still plays an 
important role in both. 
In an attempt to offer more comfort in chairs an investigation was carried out using different 
sized dining chairs, following the study three different sized chairs were manufactured as a 
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solution to the problem of different sized users.  Although the concept of different sized 
chairs does offer a solution to the different sized users in principle, there is no sign of it in the 
market place therefore has never been fully embraced or required by consumers.  In practical 
terms having different sized chairs around a dinning room table would not be aesthetically 
pleasing and would provide complications should there be guests.  Should this idea be 
extended to include sofas and three piece suits, space would be a huge issue and again 
different sized sofas would appear extremely unbalanced and unattractive. 
However in the work area, this concept would be much stronger, because it is the duty of 
employers to fulfil the needs of the employee, postural and otherwise.  The work of Herman 
Miller’s company and the Aeron chair have led the way in this area, the Aeron chair from 
Herman Miller is ergonomically the most advanced chair ever made and has been called the 
most comfortable chair in the world.  Herman Miller has made it easy to tailor an Aeron chair 
to your satisfaction, with many adjustments to meet the user needs, regardless of their size. 
 
 
 
 
 
 
 
Figure 16:  The Aeron Chair. 
 
 
4.10 Decoding Society, Emotional Awareness and Empathy with the 
Consumer 
 
The role of the concept of empathy is linked to attempts to ‘get under the skin’ of the user.  In 
particular this means getting to understand and know population groups other than their own 
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in terms of age, ability and culture.  Going beyond observation, focus groups and other 
analytical tools, empathic design is a holistic approach.  It may use research approaches such 
as stories, probes, and diaries of the user, recording everyday experiences, visual cues and 
triggers and so on.  This approach was used in the chair study, participants were asked to talk 
about the chair they were physically interacting with.  Some spoke very passionately about 
relationships they had with similar chairs, they were gently probed and encouraged to speak 
freely about their experiences, which led to some telling in depth stories about their past.  
This information is absolutely invaluable as it really allows us to get inside the heads of the 
users, even though it’s only for a few minutes it allows us to identify the emotions evoked.  
Taking an empathic design approach has realized tangible benefits in terms of the capture of 
unarticulated information, sometimes called ‘unheard needs’, and the identification of 
delighter features.  However, limitations with the large-scale adoption of empathic design 
have been encountered and involve both communication and justification issues.  The 
essential element, however it is obtained, is to enable the designers to get inside the heads of 
customers, allowing them to understand what the customer needs, wants, and feels, thereby 
facilitating the design of distinctive products that engage their users.(Evans & Burns, 2007, 
p1625-1640).   
 
4.11 Materials 
 
The role of materials in design is self-evident, but the emotions they provoke or evoke are of 
considerable concern to designers.   
Research shows that one of the first judgements we make about a product is based on how it 
feels to hold or touch.  
Through the years technological advances in processes and the development of new materials 
from other fields have been applied to the furniture industry, which have led to the 
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advancement of furniture design and production.  For example the pioneering work of 
Michael Thonet during the nineteenth century of steam-bending wood laminates and solid 
wood and his minimal use of materials “set an critical benchmark in the development of the 
Modern chair, using the newly patented techniques for steam bending his company  Gebruder 
Thonet manufactured the first truly mass-produced chairs.” (Fiell, 2002).  This chair was 
designed in 1859 and is manufactured even today, “it is one of the world’s most successful 
commercial products.” (patricktaylor.com/thonet-bentwood-chair)  Complementing the arm 
chair alternative of this model, Le Corbusier commented “Never has anything been created 
more elegant and better in its conception, more precise in its execution, and more excellently 
functional” (patricktaylor.com/thonet-bentwood-chair)   
Such pioneering research from designers such as Thonet and Charles Eames and his 
advancement plywood technology establishes the use of new materials and also new ways of 
using more traditional materials, which constantly pushed the boundaries through 
experimentation which led to great advancements into techniques and materials.  
 
 
 
 
 
 
 
 
Figure 17:  Eames Moulded Plastic Chair, 1948. 
 
Charles and Ray Eames were captivated by new materials, in particular those that enabled 
them to achieve more with less. It was their captivation with new materials which led them to 
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ingeniously create modern furniture, such as the moulded plastic chair, which was the first 
plastic chair to be mass produced.  “The current models look exactly the same as the 
originals. They remain un-upholstered, in keeping with the Eames’s requirement that 
materials be expressed honestly and unselfconsciously. In fact, these were the first one-piece 
plastic chairs to be left uncovered.” (www.hermanmiller.com)   
The chairs are still made today, only even better, as now they are made from a high-impact 
plastic which is kinder to the environment.  The chairs have become iconic and can often be 
seen in the media, which in itself demonstrates the success of them; considering they were 
designed over fifty years ago it is astonishing how contemporary they still appear now.  
Regardless of the success of these chairs Cranz suggests “they do not offer comfort to any 
one, she believes this is because the back rest and seat are a rounded uninterrupted curve 
which means when you lean your back into the chair rest, the buttocks are forced forward; 
which then makes the spine slump into a C-shape.” (Cranz, 1998).  Cranz continues to say 
that the chair is like ‘a torture chamber’ and is harmful to the body.  This is an interesting 
view and one that is not shared by the many, many people who have purchased this chair.  I 
believe the essence of the chair is about the development in materials, pushing the boundaries 
and creating something revolutionary.  However ergonomically this chair offers as much 
support if not more as many other similar structures, and most people do not consider it to be 
harmful, or like a torture chamber, in fact over half a century of manufacturing this chair 
speaks for itself. 
As well as pioneering experimental designers, the advancement of new materials is also 
fuelled by events which were happening at the time, for instance the 1960s was a time 
vibrancy, colour and excitement, furniture was gimmicky and consumerism was raging.  To 
meet the demands of the time substantial developments were established, “Injection – 
moulded plastic was a particular area which made such developments. With the arrival of 
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thermoplastics such as Polypropylene and ABS, initially used in furniture production in 1963, 
an innovative world of potential was exposed to the Modern furniture manufacturer” (Feill 
and Feill,2002). Through their stylish and contemporary chair designs Joe Colombo and 
Marcus Zanuso were significant figures in determining the status of plastics as excellent and 
opulent materials.  However it was Scandinavian designer Verner Panton who designed and 
made the first single-piece structure, which was a cantilevered stackable chair.  “Panton 
achieved Eero Saarinen’s aspiration of complete design harmony” (Feill and Feill, 2002) . 
 
  
 
Figure 18:  Verner Panton Chair. 
 
The Panton chair was designed in the 1960s, its effortless form and simplicity is what makes 
it so alluring, it exemplifies the era’s attitude towards furniture design, which was based upon
experimentation – new forms, new colours and, most importantly, new materials, especially 
plastics.  Panton presented a model of the chair to Willi and Rolf Fehlbaum of furniture 
manufacturer Vitra in 1960, and from that moment it was intended to be mass produced.   
The initial versions of the solid plastic chair were made from fibreglass-reinforced polyester; 
however developments in technologies enabled them to later be made in hard-foamed 
polyurethane.  These days most models of the chair is made from reinforced polypropylene, 
containing additives to stop the bright colours from fading,  and is made using an injection-
moulding process, which provides a matt finish, which is the closest to the original  design. 
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Research into materials has demonstrated how designers such as Bertjan Pot and Marcel 
Wanders have built upon the knowledge of pioneering matters such as Charles Eames.  
Through research and experimentation they have contributed towards advancing techniques 
and materials and have become acknowledged in their own right for their use of highly 
developed materials.  Mel Byars, believes that “although many books on classic chairs of the 
twentieth century have been produced, contemporary chair design has fundamentally been 
disregarded” (Byers, 2006).  
I do not believe contemporary chair design has been ignored; more that fundamentally many 
contemporary chairs are simply replicas or based upon the concepts of the pioneering 
designers such as Thonet and Eames, as they are the true revolutionary designers from which 
many contemporary designs conceptualise, therefore even with all the technological advances 
we have today, which they didn’t have, designers such as Thonet and Eames still have much 
to teach us about design.  
In recent years there has been a shift in attitudes towards concern for the environment, this is 
reflected in the way many contemporary designers have embraced this concept and 
approached furniture design with ecological consciousness by using recyclable materials and 
creating their designs from only a few components.  An example of this is Philippe Starck’s 
Louis 20 chair which is created from recyclable materials.   
   
                                                    
Figure 19:  Philippe Starck’s Louis 20 Chair. 
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The chair is built using a minimal number of screws to enable it to be taken apart quickly and 
simply, allowing the two materials to be recycled easily. “Although tackling environmental 
issues through the actual design of a chair is commendable, the most effective, sustainable 
way in deal with the ecological concerns would be to plainly make less last for longer” (Feill 
and Feill, 2002).   
This seems to be an obvious and logical solution to the environmental issues we face today, 
and one which can be affectively helped by using ecological natural materials, such as wood, 
as this is far less obstructive to the environment, and easily replenished.  For chair designers  
to ‘make less last longer’  it is important they design holistically and  focus on engaging the 
user at a much deeper level, therefore enabling them to build attachment to it and develop a 
more meaningful, lasting relationship with their chair.  For example by using ecological 
materials, helps to satisfy the user’s emotional response to sustainability. 
 
4.12 Sustainable Design 
 
Sustainable design (also known as ‘green design’ ‘eco-design’ or ‘design for environment’) is 
the art of designing physical objects and the built environment to comply with the principles 
of economic, social, and ecological sustainability.  The aim of sustainable design is to 
produce places, products and services in a way that reduces the use of non-renewable 
resources, minimizes environmental impact, and connect people with the natural 
environment.  Sustainable design is often seen as a necessary tool for achieving sustainability 
through such tools as life cycle assessment to consider the environmental impact of various 
design choices. 
Supporters of sustainable design generally believe that the problems caused in the past may 
be resolved by using innovative design and industrial practices which reduce the 
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environmental impacts associated with goods and services.  ‘Green design’ is considered a 
means of reducing impact while maintaining quality of life by using smart design to 
substitute for conventional ideas. 
The limits of sustainable design in reducing impacts on the earth are beginning to be 
considered because growth in goods and services is constantly outpacing gains in efficiency.  
Only if the scale of resource uses becomes stable will the efficiency of how they are each 
delivered result in reducing total impacts.  However, for many consumers the emotions 
invoked by appearing to ‘go green’ are strong and therefore important to the designer.  
Sustainable design is about minimizing detrimental effect to the environment.  The 
fundamental aim is to lessen consumption levels of non-renewable resources, reduce waste, 
and create healthy, productive environments.  It would be great news for the planet if such 
issues were made a priority throughout the design industry, and beyond.  However this 
section of the study is specifically researching into sustainability within the design and 
consumption of furniture.  The philosophy of sustainable design includes issues such as: 
 minimize non-renewable energy consumption;  
 use environmentally preferable products;  
 protect and conserve water;  
 improve indoor environmental quality; and  
 optimise operational manufacturing and maintenance practices. 
By considering sustainable design ethics throughout the entire furniture design process, 
harmful effects to the environment can be reduced without compromising the end product.  
By incorporating such a holistic approach helps to promote negotiation and substitutions to 
be made where necessary throughout the process for the benefit of the environment. 
Due to the substantial issues surrounding it, sustainable design can be complicated for 
contemporary furniture designers/manufacturers to interpret.  Its meanings can include issues 
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such as; encompassing a social responsibility, using non-polluting technologies, processes 
and specialized materials, and promoting fairness within employment.  It can be extremely 
difficult to pertain to the ideology of manufacturing with a conscience on a consistent basis.  
To embrace such an ideology we need to be accountable for the complete production process, 
from the initial sourced of material, through to the manufacturing, to the usability of the 
furniture product and finally to its disposal.  A law known as ‘product take back’ designates 
the responsibility of the disposal of the end of life products and its packaging to the 
manufacture.  This has already been accepted by over 28 countries, which signifies the huge 
importance of it. 
The incentive for sustainable design was famously articulated in Schumacher's (1973) book 
Small is Beautiful.  Schumacher and George McRobie instigated the idea of designers using 
suitable technologies to create products which meet the requirements of local economies and 
communities.  Victor Papanek (1971) who wrote Design for the Real World: Human Ecology 
and Social Change was also a strong advocate of the socially and ecologically responsible 
design of products, tools, and community infrastructures. 
However, 30 years later consumerism continues to be the main impetus for production 
progression, as a consequence technologies being used are largely still inappropriate.  
Questions need to be asked, such as: 
 Why do we continue to use such harmful manufacturing processes and materials?  
 Why are designers motivated to create more and more products?  
 Is yet another chair design what the world really needs! 
 Why are we happy to purchase furniture knowing it has been made in inappropriate 
environments?  
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Designers are intrinsic to the design process, so it is they who need to address these issues 
within the larger perspective of the environmental health of the planet, in order of putting 
harmless working practices into fruition. 
Smaller furniture manufacturers all well equipped to source less harmful materials, reduce 
waste, emissions, energy, and toxicity throughout the design process.  A small number of 
designers are recognizing that consumers are becoming more aware of environmental issues 
and increasingly want to purchase furniture that will allow them to ease their conscience and 
satisfy their emotions. 
The following examples show two designers who fully embrace the ecological issues we face 
today; using sustainable materials and techniques they create the most beautiful furniture 
which has an organic simplicity to it. 
One of those designers is Roy Tam, he trained at John Makepeace’s Parnham College and is 
an award winning design consultant, who is prominent for his low impact furniture.  The 
material he uses is mostly timber; however his furniture designs are simple and different to 
most other environmentally-friendly furniture.  His philosophy is to ‘Make less. Buy better. 
Make things last.’ 
As shown below, he manages to combine contemporary chic and elegance with 
environmental sensitivity, whilst still providing effectiveness, good functionality and 
usability.  Surely enough to satisfy the emotional needs of the greenest consumer? 
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 Figure 20:  Roy Tam furniture. 
 
Although some designers such as Tam are advancing the developments within sustainable 
design and producing amazing contemporary furniture, much of society still hold a negative 
preconception about what green design looks like.  However a small rising group of furniture 
designers are showing consumers ways in which they can have modern furnishing whist still 
having the emotional satisfaction of being conscientious about the environment. 
David Trubridge is another designer who is fully aware of the environmental issues, 
graduating from Newcastle University with a degree in Naval Architecture he taught himself 
furniture making whilst working as a part-time forester, having carried out many commission, 
he exhibited his Body Raft at the Milan furniture Fair, which Cappellini picked to 
manufacture, it was this which transformed him from a local designer/maker into  an 
international designer, regularly exhibiting in Australia, New York and Milan and lecturing 
on sustainable design. 
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Figure 21:  David Trubridge’s Body Raft 2000, made from Steam-bent American Ash, 
Australian Hoop Pine Plywood. 
 
 
Trubridge says he makes “forms of elemental simplicity as the erosion of air and water on 
wood and stone, forms that speak of humanity’s survival on earth, of life’s fragility and 
dependence, of comfort in the ways of the past that have succoured us, and optimism for a 
sustainable and enriching future.” (davidtrubridge.com)  His beliefs are very clear and are 
beautifully articulated through his work.  He describes his work as “within the limits of what 
I have and know simplicity and low impact, natural materials and processes leaving a delicate 
footprint.” (davidtrubridge.com) 
                                       
Figure 22:  David Trubridge’s Sling. 
 
His work appears so effortlessly beautiful and organic and immersed in meaning.   His 
furniture certainly does evoke powerful emotions to the observer for many reasons, and to 
physically interact with the furniture must be really satisfying and stimulating. 
The furniture engages an immediate visual interest; the aesthetical forms look effortless, like 
a piece of organic art or sculpture. 
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Figure 23:  David Trubridge’s furniture and lighting. 
 
However upon investigating it further it is apparent that the creation of these objects has 
involved some detailed engineering, which creates further intrigue to investigate how it was 
constructed. Trubridge believes “Most people actually have a natural curiosity and want to 
know how something was conceived and made.  Such knowledge adds to the experience and 
creates further links between maker and viewer.  Leaving visible tool marks tells a story of 
the making as does the display of working drawings.  To conceal these reduces the meaning” 
(davidtrubridge.com).  Yet somehow his furniture still looks so effortless, simplistic and 
tranquil.  Each slat of wood which has been used to create this furniture encompasses the 
ecological philosophy which this furniture stands for, this furniture is evidently making a 
huge statement, yet it does so in the most delicate, elegant, soft and beautiful way. 
 
 
Figure 24:  David Trubridge’s Dandola. 
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Even if the observer or user is not so conscious of the environmental issues which this 
furniture represents, it makes them think, because the furniture articulates its message, and in 
doing so, it is proving that ecological consciousness can also be about beauty.   
Sustainability is top of Trubridge’s design priorities, yet he still manages to maintain a 
contemporary, feel to his work, whilst having fun discovering new possibilities with new 
materials.  He designs furniture with respect for the environment, and for the emotional and 
spiritual needs of the user.  Jonathan Chapman, believes “that when you start to integrate 
reducing the energy footprint during production as well as considering the psychological and 
emotional factors during interaction, that’s when you start to achieve sustainable design” 
(Devereux, 2007).  Considering all these factors from concept through to the product 
interaction is what creates great design. 
 
4.13 When Design Goes Wrong 
 
Everyday of our lives we are affected by design, sometimes in a positive way, other times in 
a negative way, sometimes we don’t even notice or think about it.   This is because we have 
become so much more demanding and we are so used to products that fulfil their function and 
are generally easy to use, that we take it for grated without even thinking about them.  
However when something is designed brilliantly or very badly it immediately captures our 
attention, all be it for very different reasons. 
Due to the term “design” having different connotations in different fields, there is not a 
general accepted definition.  However Wikipedia defines “design as a noun to plan the 
construction of an object intended to accomplish goals” (Wikipedia).  Although the overall 
objective of design is to create a product which facilitates a specified function, that alone is not 
enough for the user to fall in love with a product and enjoy a long relationship with it. 
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Consumers are so used to products working as they should, function is taken for granted, 
therefore when we interact with a product which does not fulfil its function; it usually shocks, 
frustrates and interrupts us and we become a victim of bad design.  Sometimes we may take 
the time to learn to use it in a different way to compensate for its lack of function or ease of 
use, causing us annoyance and anger.  If an object is difficult and irritating to use we simply 
will not continue to use it, causing us to replace the product. 
Another reason we replace products is because we do not have a relationship with it.  A 
product may fulfil its function perfectly well, however if it does not offer any form of 
emotionalism, or additional enticement, we will not form a meaningful relationship with it.  
Therefore we are unlikely to have any attachment or long term feelings towards the product.  
We all enjoy the freshness of a brand new product; the novelty of interacting with something 
brand new is pleasurable.  However this type of pleasure has a limited life span.  Once the 
novelty of the newness fades and it becomes usual practice to use the product our attention 
begins to wonder else where. Then we begin looking for the next model to supersede it.    
Unless a product can induce the user to engage and fall in love with it, it will fail to keep the 
users attention, and in time the product will be disregarded and replaced.  This is because the 
emotional needs of the user have not been met; they have been briefly, artificially satisfied by 
the newness of the product, but their underlying needs have been neglected.   This leaves the 
user searching for the next product in hope it will meet their emotional needs.  
In order for a product to meet the needs of the user the practical requirements such as 
function and good usability certainly have to be met.  However consumers require far more 
than this alone, they also need their emotional requirements to be fulfilled too.  A product 
needs to evoke pleasure through interaction, stimulate positive sensory emotions and induce 
psychological nourishment to the users.  This kind of interaction builds a relationship 
between the user and the product, the user becomes attached to it and wants to keep using it, 
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and perhaps they look after it more carefully and protect it, for a longer lasting life.  The 
product then becomes part of their life, something they treasure because they are in a 
relationship with it and it brings them joy.  Therefore it is vital that designers investigate the 
needs of the user and how they can implement them into different products, however to do 
this, firstly they need gain an in depth understanding of the consumer. 
The next chapter extensively discusses the consumer, exploring what evokes them to make 
the choices they do, induces them to build attachment and meaning to products and how they 
can be seduced by products. 
 
Chapter 5. Considering the Consumer 
 
A consumer is a person who uses any product or service.  Usually when business people talk 
of consumers they are talking about people as consumers of an aggregated commodity item 
with little individualism.  The consumer is considered to be the nucleus of the economic 
activity, as it is their spending habits which dictate which goods are produced.  Therefore 
affordability is a key factor in consumerism.  An individual’s level of consumption of 
products and goods is intrinsically linked to the consumer’s level of disposable income.  
Companies have identified that consumers are arranged in particular target markets.  These 
markets reflect lifestyles, tastes, and preferences, and often move around between consumer 
groups.  Emulation is a particular element of consumerism, as there is a broad tendency for 
consumers to emulate those with whom they identify in the social hierarchy.   
Although it is acknowledged that all consumers have a hierarchy of needs, they are often very 
similar, therefore generalising may be  appropriate for certain general products, but the 
possibilities of individualised customization are becoming more likely for ‘status and 
identity’ of  goods.  I am suggesting that in many cases an individual’s emotions could be a 
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factor in this customisation process.  Instead of producing broad demographic profiles and 
psychographic profiles of market segments, designers and manufacturers should engage in a 
more personalized way of designing, marketing and mass customization opportunities.  By 
being more sensitive to different cultures, classes, emotional needs and requirements products 
can become far more fulfilling and meaningful to consumers. 
 
5.1 Why Do We Buy? 
 
Nearly all of our waking life we are influenced by our emotions, either positively or 
negatively, so it is no wonder our emotions have a huge impact on our purchasing habits.  
“Several investigations have revealed that a person’s broad experience of happiness is 
strongly subjective by their day-to-day felt emotions” (Diener and Lucas, 2000).  Research 
has shown that many emotional reactions are evoked by cultural products; art, music and 
products, therefore the emotional impact is an essential factor to consider in the design 
process.  “Emotional responses can provoke customers to choose a specific object from 
various other similar products, they have a substantial impact on what we buy.   
As a result, more and more manufacturers demand that designers make the very most of the 
emotional impact through their designs” (Desmet, 2003). 
Many different types of emotions can be induced by products such as feeling excited and 
confident by the performance of a car, angry or frustrated by the way a phone that is so 
difficult to use.  The type of emotional response induced by a product is also dependant on 
the individual user, their likes and dislikes. Everyone’s life experiences are different; 
therefore their reactions will be different.  In addition, it is possible for several emotions to be 
induced at the same time, these are known as compound emotions.  This is when a product 
induces emotional responses through various means, such as functionality, aesthetics, 
usability, tactility, style, performance, and possibly what it says about the user to others.  If 
104 
 
several of these factors within a product can induce an emotional reaction simultaneously to 
the user, then a compound emotion has been evoked, which can be very powerful and 
influential to the user’s feelings towards a product and purchasing decisions.  One perspective 
of emotions is that they are instrumental in helping us to determine our place within our 
environment, by attracting and drawing us in the direction of certain concepts, products and 
individuals and deterring us from others.  Innovative psychologist M Arnold defines emotion 
as “The felt tendency toward anything intuitively appraised as good (beneficial) or away from 
anything intuitively appraised as being harmful” (Arnold, 1960, p.182).  This suggests that 
the process that leads to these responses is widespread, regardless that emotional responses 
are individual. 
The emphasis on the individuality of emotions is a challenge for designers. 
Due to the nature of emotional responses and how they seem to affect individuals differently, 
they can appear difficult to define, more difficult perhaps than they actually are.  
“This stance is founded on theories of emotion insisting that while emotions are idiosyncratic, 
the conditions that lie beneath and educe them are universal.  In the practice of these theories, 
we devised a model of product emotions that suggests three key parameters in the process 
that triggers each emotion” (Desmet, 2002); (Desmet and Hekkert, 2002).  The model is used 
to clarify the individual compound emotions of a product, by gaining an understanding of the 
cognitive foundation of product emotions. 
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Figure 25:  Basic Model of Product Emotions. (Desmet, 2002); (Desmet and Hekkert, 2002) 
 
 
This model helps to demonstrate and explain the various, diverse layers of emotional 
meaning within a product, which assist us to make our purchasing decisions.  To explain this 
involves discussing each of the following four fundamental factors of the model; Appraisal, 
Concern, Product, Emotion.  The initial three factors establish if and which emotions have 
been induced by a product. 
Appraisal 
Appraisals usually have three likely conclusions or outcomes:  the product is advantageous, 
damaging or not pertinent for personal contentment.  It is argued by cognitive theorists that it 
is necessary to have an evaluation of an emotion, to ascertain if a product is advantageous or 
damaging, negative or positive. 
Concern 
Frijda (1986) believes that during the appraisal, concerns can be regarded as a point of 
reference. “Consequently, the importance of a product for our happiness is ascertained by an 
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appraised concern match or mismatch: products that agree with our concern are appraised as 
valuable and those that mismatch our concerns as damaging” (Desmet, 2002); (Desmet and 
Hekkert, 2002).  For example, you feel irritated towards a camera that constantly switches 
itself off and is difficult to use, because it mismatches your concern for efficiently taking 
photographs.  There is a never-ending diversity of concerns, including different needs, 
aspirations and motivations.  There have been reports that have substantiated the connection 
of emotions induced by products and the fundamental concerns of the user.  Research shows 
that it is necessary to comprehend the concerns of the user, in order to gain a thorough 
understanding of the emotional responses that products evoke. 
Product 
The process of interaction between product and user, always engages in emotion whether it is 
enjoyment, pleasure, fun, frustration and confusion.  However the product that induces the 
emotion may not always be the actual focus of the emotion, instead associations connected to 
the product may be the object of the emotions, which differentiates how emotions are 
targeted by a product; 
These can be classified as A emotions and R emotions. 
 A-Emotions relating to the actual product 
A product may tempt the user through interaction, and be the complete focus of the 
user’s emotions, due to the quality, colour, material, or form. (e.g. ‘I love how this 
table is made from the most beautiful oak’. In sales talk, this can be seen as 
demonstrating the features, explaining the advantages and making connections to the 
individual’s emotional and physical needs. 
 R-Emotions relate to associations to the product. 
A product may have various associations connected to it, although the product may 
induce the emotion, the focus of the emotions may be onto the associations connected 
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to it, such as memories, music, thoughts and the meaning of the product type.  (e.g. ‘I 
love the fact that this table reminds me of sitting around the family table as a child 
with my parents’. From a sales point of view these emotions are usually unknown 
until exposed. 
Emotion 
Emotions are short, fast sensations, which usually only last for a few seconds or minutes, and 
tend to be induced and aimed at a specific objects or events, such as a product, an argument 
or a wedding.  Contrastingly moods are different, they can last a lot longer, days or weeks 
sometimes and they are aimed “entirely at the world ” (Frijda, 1994)  Moods can be 
unidentifiable to one specific cause,  and are attributed by various things such as; car would 
not start, alarm didn’t go off, late for work.  Although emotions and moods are relating 
factors and research shows that moods are highly influential to the consumers, this 
framework concentrates on emotions. 
Many contemporary researchers believe that it is possible to forecast emotions from the 
principles of the appraisal (See diagram above), and that specific sorts of emotions are 
connected with specific sorts of appraisals. “Each appraisal-type (and relating concern-type) 
tackles a definite evaluative concern, which can be viewed as a precise ‘appraisal question’. 
(Desmet, 2002); (Desmet and Hekkert, 2002).  For example; will the product achieve my 
objective? What will people say about it? Will I be able to use it easily and efficiently? 
Psychologists such as Smith and Ellsworth (1970), Roseman (2001), Ortony, Clore and 
Collins (1998), and Scheherer (2001) used appraisal types to establish the categorization of 
product emotions, into five separate categories; instrumental, aesthetic, social, surprise and 
interest emotions.  Each one will be now be  are examined. 
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Figure 26:  Classification of Product Emotions. 
 
Instrumental product emotions 
Humans believe products can assist them in achieving their aspirations, and goals, which 
makes products instrumental to the happiness of people’s lives.  “Peoples objectives are the 
areas of reference in the appraisal of motive compliance” (Desmet, 2002); (Desmet and 
Hekkert, 2002).  To be considered as motive compliant, a product needs to induce emotions 
such as contentment.  A product must make it possible to accomplish desired goals, and 
correspondingly, products will be appraised as incompliant if it induces emotions such as 
frustration. 
From our own background, experiences and knowledge with products, we make pre-
judgments about products. For example, we predict how a specific product will feel to us 
when we interact with it; we have expectations of experiencing and owning a product.  For 
example, when a consumer is looking to buy a new chair, they will think about what is most 
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important to them, what their goal is. If their goal is to portray success and style to others, 
they will choose a chair that is stylish, which may look expensive, and of high quality, that 
they predict will fulfil this goal.  If the product fulfils the desired goal, it will be appraised as 
motive compliant.  However if the consumers goal is to sit comfortably, they may appraise 
the anticipated discomfort of the stylish expensive looking chair, as motive incompliant, and 
feel discontentment towards the chair. 
Aesthetic product emotions 
The physical attributions of a product, such as form, colour, materials, and tactility evoke 
either pleasurable or unpleasant reactions in us and are appraised accordingly.  We form 
attitudes of approval or disapproval towards products or part of their characteristics, such as a 
specific style or material.   
People have many different attitudes, and some are instinctive while others are formed 
through experiences.  At times, attitudes can also be preset and determined due to personal 
meanings, for example, your attitude towards a family heirloom passed down to you from 
your grandmother, will hold a specific personal meaning to you, and will not be applicable to 
other products of the same type. 
However we do make generalizations towards our likes and dislikes of products.  For a 
product to be appraised as appealing, and induce pleasurable emotions such as desire, it must 
suit with one of our attitudes.  If it does not comply with our attitude, it will be appraised as 
unappealing and therefore negative emotions such as dislike will be induced. 
Social product emotions 
Another type of concern is standards, which represent our morals, beliefs and values; they are 
usually learnt from our social networks.  Products are made by people, for others to interact 
with, so they are naturally part of our social world.  “We use our social values and norms and 
evaluate products in terms of ‘legitimacy because we cannot detach our view on products, 
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from our views of the people we relate them with,” (Desmet, 2002); (Desmet and Hekkert, 
2002).  For a product to be appraised as legitimate, and evoke emotions such as admiration it 
must adhere to some of our standards.  Products are a consequence of a design process, which 
is evaluated by the user.  Specific products are frequently associated with specific user 
groups, in these situations the appraisal is focused on the associated group. 
Surprise products emotions 
An unanticipated characteristic in a product may be appraised as unexpected or innovative, 
which will induce emotions of surprise. Surprise emotions are a result of an unpredicted 
characteristic of a product; they do not directly correlate to a specific concern type, as the 
previous emotions did.  Alternatively an unpredicted compliance to any of the concerns, goal, 
attitude or standard will induce a pleasurable surprise.  However once the unexpected is 
expected within a product, there is no surprise, so these emotions are often only happen the 
first time of experiencing it. 
Interest product emotions 
Interest emotions are emotions such as inquisitiveness, fascination and boredom.  A product 
that is appraised as being interesting, promising and invigorating will induce interest 
emotions, which can make us laugh, inspire us, motivate our actions or thoughts, and intrigue 
us.  A product evaluated as being unexciting will induce negative emotions such tediousness.  
“A recognized psychological attitude is that people are fundamentally inspired to try to find 
and sustain a most favourable intensity of arousal” (Desmet, 2002); (Desmet and Hekkert, 
2002).  For a product to be appraised as stimulatory it must create some intrigue, and interest 
for the user to want to investigate it further, for positive interest emotions to be induced.  
(Desmet, 2002), (Desmet and Hekkert, 2002) believes that “how emotions are elicited by 
products is explained in part by the model of product emotions and the corresponding 
classification.”  They believe the current focus by Green and Jordan to generalize pleasure is 
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rather limited, and a methodology which identifies the co-existence of various emotions is 
required, in order to thoroughly study the relationship between products and emotions.  
Whilst Desmet and Hekkert understand that their model represented only five types of the 
many product emotions, the model demonstrates that products have multifaceted emotional 
meanings.  “Designers can manipulate which emotions are educed by their designs and use 
this to their advantage, if they are conscious of the patterns that trigger emotional responses 
(and the concerns and evaluations that make up these patterns).” (Desmet, 2002); (Desmet 
and Hekkert, 2002). 
Through numerous design studies, Desmet and Dijkhuis identified that designers who used 
these patterns discussed above gained a good understanding of the users they were designing 
for, which allowed them to go beyond the users obvious desires and requirements, which 
enabled them to create a product that meets the needs of the user, whilst at the same time 
offering them something more, which was new and stimulating to them, thus inducing 
purchase. 
 
5.2 Attachment Formation 
 
Belk (1988) believes that personal belongings help to contribute to our individuality. He 
considers our belongings to be part of our identity, and this is significant in comprehending 
the meaning of objects.  The meanings evoke emotions and feelings for a product, which 
provide the attachment or cause the detachment of a product.  
 Attachment: a strong emotional connection with the product, indicating seeing the 
product as part of one’s self, a strong will to keep it.  Emotional responses towards the 
attachment of a product are; confidence, independence, care, relaxation, passion, 
achievement, nostalgic, warmth, security, being attractive, friendship, love , pleasure, 
satisfaction, proud, being charismatic and comfort. 
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 Detachment: negative emotion connection, no relationship with the product, with no 
concern to discard it. 
Feelings toward the detachment; dislike, regret, disturbance, dissatisfaction, boredom, 
bad image, distrust, disappointment, failure, stress and wasted money. 
 
People, who feel attachment towards a product, tend to look after it and intend on keeping it 
for a long period of time.  Findings suggest the longer time passes and the more the user and 
the product share a history, the stronger the attachment.  Although immediate reflexes toward 
a product can seduce us, it is the overarching experience constructed around a product, and its 
integration into our lives that enables us to fall in love with it. With detachment the reverse 
seems to be the case. 
 
5.3 Aesthetics and Design 
 
Humans are naturally drawn to objects which they consider to be desirable, the actual process 
of looking at an object is often enjoyable in its own right, regardless of its symbolic meanings 
or values.  For decades design researchers, art theorists and philosophers have been 
fascinated by the impact of positive aesthetics and carried out in-depth research on the topic, 
however there is no undisputed conformity as to what aesthetics are, or what encompasses an 
aesthetic object.  “There has not been much development into a logical theory with regards to 
the aesthetic side of design” (Veryzer, 1998).  There has been various theories suggested, all 
of which have met with dispute, which implies that they are either too complex to articulate 
or that they simply do not comply into a generalized formulation.  Attractiveness in design is 
difficult to accurately define, visual appearance of intrinsic attractiveness is “the most 
deceptive and intangible attribute” (Baxter, 1995).  Regardless of the complexities of this 
topic, some philosophies, theories and concepts of aesthetics have been found to offer a 
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constructive approach.  “Considering the view of attractiveness as embracing objective and 
subjective components, and as a balance between contrasting aspects offers a foundation for 
the topic of aesthetic impression to develop from”  (Crilly, Moultrie and Clarkson, 2004). 
Attractiveness was thought to be an objective asset, by many early academics, the intrinsic 
‘beauty’ of an object was believed to be due to specific lines, forms, proportions and 
colourings.  This implies that for every object to be considered as attractive it should conform 
to an ideal form or model, such as the golden ratio.  In the arts and mathematics two 
quantities are in the golden ratio if the ratio between the sum of those quantities and the 
larger one is the same as the ratio between the larger one and the smaller one.  Even before 
the Renaissance, many artists and architects have proportioned their works to approximate 
the golden ratio—especially in the form of the golden rectangle, in which the ratio of the 
longer side to the shorter is the golden ratio—believing this proportion to be aesthetically 
pleasing. Mathematicians have studied the golden ratio because of its unique and interesting 
properties.  Designers implement the ratio into their designs to create balance and 
aesthetically pleasing proportions, making their products alluring and desirable. 
The concept of intrinsically pleasurable proportions has been a foundation for a lot of 
historical architecture and art.  This approach was innovatively applied to product design in 
the 1920s and 1930s at the Bauhaus school.   “Products from the Bauhaus school were highly 
logical, and demonstrated the work of the Gestalt psychologists, who identified the 
inclination to view or create symmetry, uniformity and harmony regardless if it was in fact  
there or not”  (Crilly, Moultrie and Clarkson, 2004).  To help the development of pleasurable 
designs, there was an advancement of various aesthetical concepts, which was driven by the 
natural need to bring some sort of formulation to visual attractiveness. 
Due to people’s different backgrounds, knowledge, experiences and values, an aesthetic 
concept which is universal seems an impossible challenge, and probably an unwanted one 
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anyway.  Crozier (1994) believes that issues such as; history, technology and culture are 
significant contributors to the visual allure of an object.  Therefore given that different 
cultures have different perspectives, and individuals life’s are all made up of different 
experiences, each person’s view, as to what is typical and what is novel will alter 
accordingly, and research has shown that, perceived attractiveness levels of an object are 
highly influenced by novelty and typicality. In this context, for an object to be considered 
attractive it must be novel enough to create interest, and be typical enough to create 
familiarity.  Gombrich suggests that “pleasure is on a scale between tediousness and 
confusion” (Gombrich, 1984). 
This suggests there is a necessity for a balance in emotions, for attractiveness to be perceived.   
Berlyne proposes there has to be a certain level of psychological stimulation for the hedonic 
pleasures to climax; excessive stimulation will induce feelings of displeasure and insufficient 
stimulation will induce feelings of indifference.  More recent findings from Coates (2003), 
explain how he also believes that for there to be attractiveness there has to be a balance 
between two contrasting elements, namely information and concinnity (a skilful and 
harmonic arrangement of parts) “Information concerns both novelty and distinction, which 
can assist in provoking a consumer’s interest.  Whereas concinnity concerns the arrangement 
and sense apparent in a design, which can help the consumer in comprehending the product” 
(Crilly, Moultrie and Clarkson, 2004).  To demonstrate this, Coates refers to the idea of using 
a set of imaginary scales: if weight of concinnity exceeds that of the weight of information a 
product will be perceived as plain, dreary and uninteresting and if the weight of information 
exceeds the weight of concinnity, the product will be perceived as unattractive, puzzling, and 
insignificant.  For the design of the product to be perceived as attractive, information and 
concinnity must balance, for only then will the product be appealing yet logical, advises 
Coates. 
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However there are those that feel such a scientific method is unnecessary, and in order of 
evoking visual attractiveness towards products, designers just need to use their instinct, 
experience and training.  Given that research has shown that very few scientific investigations 
have developed enough to provide constructive generalizations, perhaps this view is founded.  
“The aesthetic choices designers and consumers make can be diverse as they all can construe 
products differently” (Crilly, Moultrie and Clarkson, 2004).  Therefore more time should be 
given to gaining a more in-depth understanding of consumer’s preferences towards design 
attractiveness. By corresponding product characteristics with their perception it may be 
possible to induce desirability and allure through the design of products, by attempting to 
conform them to what consumers consider to be attractive. 
 
5.4 Brands and Branding 
 
Branding is about capturing the core of a product, its ethos and philosophy, and expressing it 
to the world.  A good brand usually has a lifestyle, a point of view, a culture, and an attitude. 
It should portray a clear, exact message that embodies the product, there should be no 
question about it the message it is putting across.  This process involves merging visual 
communications with behaviour to generate a visionary idea, in the mind of potential 
consumers as to what the product is about.  To do this it is necessary to carry out a lot of 
research into investigating the products targeted sector of the market place.   
By understanding as much as possible about the sector of consumers the product is to be 
aimed at, allows it to be marketed in the best possible way, for example; a car which is aimed 
towards families will market features such as safety, reliability and how spacious it may be, 
all of which will help to convey that the car offers security and protection for your family.  It 
is said that there is one universally appealing feature in products, which is authenticity.  A 
brand that is perceived as having values, awareness and high quality, induces a feeling of 
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trust to consumers.  “They believe what they are being told and a perception of integrity is 
created – most powerful element of branding there is.” (colour-affects.co.uk/brand.html)  A 
good example of this is Gillette, which has become a global leader in the shaving market, 
with 75% of the market of men’s’ wet shaving taken by them.  Essentially, there are two 
significant factors to Gillette’s success, which is understanding all there is to know about 
their target consumer and the intelligent branding of their products. 
A tool which is used by many companies to gain a more in-depth understanding of their 
targeted sector of consumers is; ‘The four pleasure frame work’, devised by Lionel Tiger, 
(See further above).  The frame work principally investigates the four pleasures experienced 
by using products and the provocation behind them.  The four pleasures are; 
 Physio–Pleasure  
 Psycho-Pleasure  
 Socio-Pleasure 
 Ideo-Pleasure 
The frame work has been applied to the design and marketing and branding of many 
successful products and is integral to the structure of the design process to many designers, as 
it offers and insight to human experience and helps to classify the different types of pleasures 
people experience.  The important pleasure in this particular section is the Idea–Pleasure.  
This is the most abstract pleasure and refers to the pleasure derived from objects such as 
books, art and music.  In terms of products, it is the values that a product embodies, e.g. a 
product that is made of eco-friendly materials and processes, conveys a sense of 
environmental responsibility, and this will be emphasized in the branding.  The message and 
the integrity of what the product stands for will be clearly expressed to consumers in the 
branding. 
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Another useful tool in creating a foundation for developing successful design, marketing and 
branding strategies is Patrick Jordan’s ‘Lifestyle trends’.  They help designers to understand 
people holistically; they replicate people’s thoughts, behaviours, approaches and views.  
Depending on world events, economic circumstances and philosophy, life trends 
revolutionize with each generation and have a huge impact on design, which consequently 
effects marketing and branding.  Trends are identified by looking at prevalent current issues 
and asking questions. Which are the most successful films, television shows? What kind of 
lifestyles are the characters playing? Why do people like them? What are the papers writing 
about?  Trend analysts draw conclusions as to what the current trends are, by resolving 
answers to questions such as these.  “There are several bureaus that specialise in the study 
and detection of trends.  8 core trends have been detected by comparing all the work of the 
worlds principal bureaus, and all of which are of the same opinion that they define our 
civilization as it is now and how it is likely to be the next 20–50 years” (Jordan, 2007). 
One particular trend is Individuality, (the other seven trends are discussed in detail above).  
Individuality is a trend driven by the desire to stand out from the crowd, something that 
differentiates us from everyone else.   
Society has become progressively more consumerist and people are demanding more and 
more choices.  Markets have become increasingly segmented, which consequently means the 
branding of products has had to be become more complex than several years ago.   
For example; fifteen years ago the process of branding a mobile phone would have been 
fairly simple as there were not many variations and features to consider, a mobile phone was 
primarily used in emergencies when away from home or the office.  Now they are used in a 
very different way and are seen as an essential object to have just to get you through your 
day.  There are a whole spectrum of mobile phones now available, some aimed at teenagers 
with music features, some aimed at business people, some aimed at the fashion conscious and 
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others aimed at over sixties, with large buttons and text.  This has had an obvious impact on 
the branding and on the idea of one size-fits-all, as demands and consumerist society evolve, 
so must branding. 
 
5.5 Motivation 
 
The motivation of consumers is changing; it was once adequate to furnish a house with 
functional and useable objects which enabled consumers to live reasonably comfortably.  
However this has developed and consumers now require far more.  Magazines, house shows 
and the internet are constantly feeding consumers with knowledge, making them far more 
aware of what is going on around them and eager to keep up with changes in trends and 
society.  This in turn this has created a need in the market place.   
To help motivate consumers, the markets are also excelling themselves, they now offer 
product solutions to fulfil almost every eventuality, many have made the entire shopping 
activity into a pleasurable experience and there marketing ploys are becoming much stronger.  
The motivation for consumers is to keep abreast of the trends, and to float rather than sink in 
the consumption crazy world. 
Consumers are far more informed than ever before so they now demand more; they now are 
driven by products which will improve their lives, physically, emotionally and morally.  
Some consumers are motivated by the fact that products can offer them some spiritual 
satisfaction, so they seek products which connect with their personal views. 
Consumers are in a search to purchase products which will make they feel good, improve 
their lives, in which ever capacity they feel is important to them.  Therefore in this context 
the motivation is the feel good factor; it is almost as if consumers are on a quest to find what 
it is they think they really need.  But because their deep-down needs are not actually being 
met they buy more to compensate which is not emotionally fulfilling or sustainable. Douglas 
119 
 
discusses the role of the designer in this situation and the need to develop ‘emotionally 
durable’ products: “Like many of us apprehensive about the mass of surplus waste related to 
our consumer culture, and the dangers this is having on the environment … sustainable 
designer, Dr Chapman, a senior lecturer for the University of Brighton believes we should 
look to the fundamental incentives of consumers….  Following Chapman’s’ idea of 
emotionally durable design, it is expected that there will be a move towards  bespoke  
products designed and created with superior craftsmanship and a shift away from mass-
produced products” (Douglas, 2007).   
Research for this thesis has identified that the faster the products are consumed, the less 
emotional connection users have with them. Therefore they feel unfulfilled and motivated to 
consume more and more products in hope of fulfilling the emotional void.   
However this void is never going to be filled unless as Chapman suggests, the underlying 
motivations of the consumer are actually understood, so that products can be created that 
fulfil their emotional, functional and spiritual needs. 
 
5.6 Human Demands 
 
To help meet the ever increasing demands of humans, the following frame work of ‘affective 
design’ presents a method for recognizing and evaluation the different factors within user – 
design. Affective design tries to define the emotional relationships between consumers and 
products and to explore the affective properties that products intend to communicate through 
their physical properties. It aims to provide objects capable of drawing out the maximum 
physio-psychological pleasure that consumers may obtain through all of their senses. The 
objective of the framework is to demonstrate the different approaches designers use to attain 
successful user designs, and observe the view and response of the users, and observe if their 
demands have been fulfilled.   
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The frame work is divided into two, and consists of; the Designers Environment and the 
Affective User.   
 
 
Designer Environment                                                Affective Experience 
 
 
 
 
 
 
 
 
 
Figure 27:   Framework for Evaluation of Affective Design (Khalid and Helander, 2006). 
 
The designer’s environment is made up of three core elements. The artefact is concerned with 
integrating numerous different aspects into design, which all contribute to emotional 
reactions.  Three specific areas which all require consideration from the designer are 
Visceral, Behavioural and Reflective. Visceral design is about the aesthetics of objects, 
products which are desirable and beautiful. Behavioural design is concerned with what the 
user can do with the object, and how it performs.  For example, how controls, joysticks, dials 
and buttons on a television, mobile phone or computers etc feel to use, do they always fulfil 
expectations?  A flawless interaction between user and product stimulates pleasurable 
response.  This area is not spoken about by designers and artists as frequently as visceral 
                                            Affective System 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Context of 
Use, Activity 
Goal 
Formulation 
Artifact 
Reflective 
Behavioral 
Visceral 
Society 
Trends 
Norms 
Fashion 
Individual needs 
Aesthetics, Achievement (Virtuosity), Culture, 
Affiliation, Creativity, Curiosity, Satisfaction, 
Physical Activity, Power 
 
Evaluation 
 
Resulting 
affect 
 
Action 
Cognition 
evaluation 
decision 
 
Perception 
 
 
Needs for 
affect 
 
Affordances 
for affect 
 
121 
 
design, because aesthetics seems to be considered as a more important factor to them as 
opposed to pleasurable interaction.  However for the field of human factors, behavioural 
design is of great importance. Reflective design is intellectually motivated; it is concerned 
with thoughts and assessments of design.  Every individual has a unique life experience, their 
education, background culture all contribute to making people who they are, which their 
views towards objects will be dependent upon. 
Another factor within the designer’s environment is design constraints, this relates to how the 
contexts in which objects will be used and the function they need to fulfil.  For example an 
object which is designed for industrial use will require different demands to the same object 
for domestic use.   Objects designed specifically for the work place will be less concerned 
with aesthetics and focus on the function and use of the object, as the success of the object 
will be dependent on its performance in the work place. 
Contrastingly, an object designed for the home will focus a lot more on aesthetics, it is 
obviously important the object fulfils its required function, but if it does not fit into our home 
it will not be successful, the aesthetics of the object need to reflect the users style and 
personality.  Style trends, and fashion perform as constraints, they help to regulate and adapt 
the design of an object accordingly. 
The frame work demonstrates that in part of affective user experience, perception, cognition 
and action are all influenced by differing requirements and other distinctive attributes, such as 
background, education, experience.  The frame work shows; Affective systems and Cognitive 
systems, both of which are affected by individual needs, both system performing 
concurrently. 
When consumers are purchasing a product they usually consider more than one product 
option, but all with the characteristics they require.  As well as this, they consider the 
constraints, such as cost, appearance, appropriateness and emotional values, these then 
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eradicate some of the alternative options, which  helps to make the decision process either 
easier or answered. Constraints “function in the same way, to the ‘Elimination by Aspects’ 
choice heuristic” (Khalid and Helander, 2006) which is a theory of choice by Tversky.  The 
elimination of products can happen early in the purchasing process, to enable the consumer to 
consider the next alternative; rejection is due to constraints such as; undesirable aesthetics, 
cost, material, size etc.  Designers are motivated by the emotional desires and demands of the 
consumer, as the success of a product is highly dependent on its emotional values.  However 
calculating the emotional response to products is extremely challenging, measuring pleasure 
is a hugely problematic area, 
 
 
5.7 Hierarchy of Needs 
 
In order to understanding people holistically, firstly we need to comprehend ‘The Hierarchy 
of Needs’ devised by Abraham Maslow in 1943, although clearly subject to criticism, has 
remained remarkably useful as a guide.  According to Maslow, human beings have a 
"hierarchy of needs" that ranges from basic survival and safety needs to higher-level needs 
that strive for intellectual stimulation and self-realization.  The hierarchy works on the basis 
that only when the lower level needs (survival, safety, belonging, and self-esteem) are 
satisfied can the higher-level needs (intellectual success, aesthetic enjoyment, and self-
actualisation) be addressed.  People's behaviour at a particular moment is generally 
determined by their strongest need.  The application of this to the work of designers is 
evident in that they need to consider the complete interrelationship between the physical, 
emotional, and spiritual needs of their clients, thus connecting to the hierarchy at most levels. 
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Figure 28:  Maslow’s Hierarchy of Human Needs. 
 
Need Groups: 
1. Deficiency needs, (physiological, safety, belongingness, esteem).   
Before moving on to the next level these needs must be met. 
2. Growth needs, (need to know and understand aesthetic).  These are personal needs, by 
which we try to better ourselves and gain understanding. 
3. Self actualisation (self actualisation, transcendence) where we feel we have fulfilled 
our potential and be in a position to aid others to attain this state. 
 
When we encounter a need, at any level of Maslow’s’ hierarchy, we look to fulfil that need.  
This aspect manifests itself as motivation, he believes; once one desire has been fulfilled, 
another will surface, rarely reaching a state of full satisfaction.  As we become accustomed to 
something we then look for something further. 
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In 2000, Patrick Jordan took the idea of the hierarchy of needs, and applied it to human 
factors and created a ‘Hierarchy of Consumer Needs’ as show on the following diagram. 
                 
Figure 29:  Jordan’s Hierarchy of Consumer Needs 
 
The model proposes that in order for the user to gain pleasure from a product, a suitable level 
of functionality and usability must be fulfilled; although it seems consumers are now largely 
conditioned to assume, these two factors will be satisfied. 
Rudolf Arnheim adds to this ‘needs’ analysis another way when he points out that the 
priorities of human needs are by no means self-evident.  ‘Dignity, a sense of pride, 
congeniality, a feeling of ease-these are primary needs…and since they are requirements of 
the mind, they are satisfied not only by good plumbing, heating and insulation, but equally by 
light, congenial colours, visual order, well-proportioned space, and so forth’ (Arnheim, 1977, 
p.3) .  The designer then has a degree of responsibility to help achieve this harmonious state 
125 
 
5.8 Experience 
 
Emotionally experiencing the objects around us is becoming an important topic within the 
design industry, and there is clearly a necessity for an increased sensitivity to emotions in 
design.  With an increase in people pursuing individualism, most-inner direction and self 
seeking experiences, emotions are becoming a fundamental subject of discussion within 
society, education and business. 
“People want to live more strongly and fill more exciting experiences into their lives; they 
progressively want to use their earnings on products and services that can assist in enhancing 
their emotional happiness” (Crossley, 2003).  Design is not just about producing objects 
anymore, it is about producing and staging innovative exciting stories for people to 
experience for themselves, it is about offering an alternative lifestyle to people.  The story 
side of design is growing in importance, therefore it is crucial that designers comprehend the 
stories and the parts people want to play in the future in order to meet such demands. 
Businesses need to contemplate what they produce more carefully; they need to have a 
greater understanding of the needs of the consumer.  During such multifaceted times 
designers are striving for ways of linking emotions more closely with concepts, products and 
brands.  “There needs to be an emotional comprehension and consideration between 
designers, clients and the consumer, the focal point of the design process needs to be 
expanded to include emotional needs” (Crossley, 2003). 
In a quest to meet consumer’s requirements and provide the experiences they desire, many 
design consultancies are advancing, going further than simply designing to strict 
specifications, they have now extensively developed their position to provide a more holistic 
approach, where assignments are based on greater emotionally motivated connections, 
collective knowledge and investment.  This means designers have to collect information from 
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many different discipline areas in order to build up multifaceted understanding of the 
consumer. 
 
 
 
 
Figure 30:  Distinct roles within the development process. (Crossley, 2003) 
 
Conventionally researchers communicated with the consumers, and relayed the data to the 
designer, who then used the data as impetus for ideas for new concepts.  However by each 
person strictly staying within their intended roles which constrains their offerings, a great 
deal of potential possibilities are omitted due to working within such stringent boundaries.  In 
order to understand people’s needs and experiences and make them an integral factor in 
planning advanced methods, the boundaries of each role need to be distorted, so they cross 
over one another as shown in the following diagram. 
 
 
Figure 31:  Diagram showing the converging roles. (Crossley, 2003) 
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This diagram shows a more constructive use of the roles, with each darting between each of 
the roles, but still giving focus to the individual’s area of primary expertise.   
This allows each person to make inspiring contributions across the different fields.  Crossing 
over the three fundamental areas creates empathy.  “Empathy turns into the foundation of the 
creative process once we accept that people are creative” (Sanders, 1999). 
In recent years designers roles have extensively changed, from supplying creative solutions to 
now being an integral “role in the creation of innovative research techniques for initial 
product advancement processes” (Wensveen, 1999); (Sanders, 1999).  It has been queried in 
the past that a designers experience should be the foundation on which to build product 
advancement.  Consequently designers now focus on the people they are designing for, 
considering their experiences, behaviours, aspirations and beliefs.  An in-depth personal 
appreciation and a comprehensive understanding of people, is what creates pinnacle design 
solutions.  However designer’s individual experiences and personal perceptions should also 
not be over looked, as they are constantly building upon their own experiences.  A structured 
investigative approach to research helps designers provide innovative design solutions 
“Acquiring a thorough personal insight of the people they are designing for is the best skill 
designers can have, to design effective solutions” (Rhea, 2003). 
Crossley shows a useful process of inquiry for designers to consider: 
 Building a shared vision 
 Building empathy and understanding of peoples experiences 
 Making sensitive observations of behaviour 
 Defining the essence of the problem and the exploration of relevant ideas, and 
 The ability to effectively communicate key insights and visions. 
(Crossley, 2003) 
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It is vital for designers and their teams to have accurate, informative data about the people 
they are designing for, to begin the design process.  Using stereotype information, where an 
individual’s experience is invented upon assumptions is insufficient; it is laying the 
foundations of design upon an abstract simplification, not on actual facts, for people who do 
not actually exist. 
An innovation consultancy company, based in London, called PDD use and are constantly 
improving upon, a specific design research process, illustrated below.  
 
 
Figure 32:  Design research process diagram. 
 
The process draws attention to each strategic phase of turning useful findings into a 
meaningful exemplification, as an aid to provide designers with an in-depth understanding of 
personal experiences. 
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Immersion 
This phase requires an investigation to be carried out into the life of the person or group of 
the market segment being targeted.  This involves gaining a thorough understanding of their 
background, beliefs, aspirations and values, all the factors which make them who they are. 
It is important to almost get inside the subject’s head, to enable is to be possible to 
comprehend how they interact with different objects and to different situations.  This can be 
done in several ways, one way is to use a method called character modelling, using various 
sources, such as videoing, taking notes, etc. information about who the person is, is taken.  
Depending on the details regarding each projects different precise factors will be taken, such 
as; relationships, image, fashion, aspirations etc. as much information as possible to build up 
a detailed insight into what this person is about.  Another tool to understanding the person is 
contextual modelling, the purpose of this is to learn about where they live, what their house is 
like, where they work, where they socialize, all the different environments the person 
surrounds them self with tell something about them. 
Story telling 
After an effective impression as to who these people are has been constructed, the next phase 
involves developing empathy of their experience history.  We are only able to get an insight 
into the person’s emotional system by listening to what they tell of their experiences and then 
by embarking upon conversation with them.  Gentle probing helps the participant to feel 
encouraged to tell stories of their past experiences, and articulate how they felt in those 
situations and to the objects involved.  Studies have shown that special objects which 
participants hold dear to them for a variety of reasons is often what keeps the experience very 
much alive, this is because we consider our belongings are a element of who we are.  People 
build long meaningful relationships and attachment with objects.   
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“It is to be expected that we have to gain a thorough understanding of relationships between 
people, objects and the environment. As designing a product is believed to be designing a 
relationship” (Crossley, 2003).  From the stories told, specific user types will be identified, 
which will then be the structure for the scenarios.  Consequently a personal profile of the 
subject has been created. 
Observing behaviour 
Behaviour is the basis of the third phase of the process, to gain an insight as to how people 
view things in today’s climate, ethnographical methods are followed.  They suppose that 
people’s behaviours and viewpoints are so routine they are subconscious process.  This phase 
is more concerned with the actions or people actually carryout, as opposed to what they want, 
or how they want to do things.  A significant amount of factual information can be obtained 
immediately by taking the previous two phases in to account, however this only gives a brief 
picture, a more holistic interpretation requires studies of peoples instinctive behaviour.  
Following immersion, the participants hopefully are more at ease with the design team, so 
they can be filmed carrying out everyday tasks and encouraged to enter into dialog about 
specific actions, depending on the project.  Creating a good connection and working 
relationship between the participant and the design team, results in more valuable user 
research being obtained.  In time the participants are so relaxed around the team they forget 
they are being filmed, which is when the most valuable information can be gained as it is so 
natural.  “A key fear in any examination method is to what degree the observer influences the 
situation by simply observing” (Robson, 1993).   
This is why it is so important to develop good relaxing relationships.  A study for Gillette was 
carried out on men’s shaving habits; every morning on their way to work they dropped in to 
the experimental unit, went into a private booth and were filmed shaving. 
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An amazing amount of detail was able to be abstracted, such as how many strokes were used 
to shave, the length of re-growth between shaves, the time taken for each shave and the 
techniques used.  Such information is indispensable as it identifies areas which require more 
attention and understanding and how products can be better and meet more demands of the 
consumer.  Other sources for obtaining information are used within this phase such as self 
documenting, reporting in daily diaries of routines and the details and private camera 
conversations.  The diaries are dependent on the information the participant wants to give and 
what they feel is significant or what they can remember, so this can be limiting.  Personal 
camera conversations, is a good way of encouraging the participants to articulate their 
feelings about specific activities.  Using varied sources provides an in-depth understanding of 
the routines and behaviour habits of the participant. 
Creating relevant ideas 
In the past scientific approaches to design have provided designers with practical, factual 
data, for example applying ergonomics to the design process has helped to produce many 
items of ergonomically sound furniture.  Whilst such approaches are useful for practicalities, 
they do not consider emotions within the design process, in fact it has been identified that 
there is a lack of methodologies which give consideration to the understanding of emotions 
within the design process.  Although Designers formulate and initiate design developing 
systems based on their own intuition, it is not practical for designers to be dependent on only 
their own personal emotions.   
The intuition of designers is still highly regarded, but advancement within design has caused 
it to be reorganized within the process.  This phase concentrates on identifying the core 
problem within the specifics of each project and developing appropriate ideas as solutions. 
The aim is to use a diversity of sources to inspire and promote ideas, encouraging alternative 
methods of mental thought processes and advancing innovative ideas.  Different methods and 
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frameworks are used, for example Inspirational activity cards are used, this provides 
participants with a word bank, for which forces them express emotional responses to different 
images, it advocates the development of alternative thought processes, allowing people to 
recognize their emotions. 
Communicating insights and visions 
In this phase it is vital that a meaningful user experience is represented and communicated 
productively.  Although it is completely necessary, thorough research does not automatically 
produce compelling communication.  “Successfully communicating insights and the 
developing design idea through an iterative advancing practice is vital” (Crossley, 2003).  
The initial stage is to make sure the client and the design team are immersed into the 
fundamental insights obtained via a diversity of experiences, and that delicate specifics of 
vision are expressed.  The increasing range of advancing tools and practices offer an 
abundance of insights from which innovative ideas can be created “The insights are multi- 
faceted and are present in a assortment of media, which is collected from behaviours, 
performance, vocal feelings, thoughts and ideas; they” (Crossley, 2003).  It is of great 
significance how the insights and visions are conveyed and in which context, so that they 
elicit the correct emotions.   
The role of the designer is diversified by the communication of emotionally driven design 
and by the advancement of insights of people’s experiences. How relationships are formed is 
an integral part of how emotions are fabricated into design.  It is essential that designers take 
on a more dynamic role in the creation of tools and methodologies that initiate individual 
insights to encourage design visualizations.  Research has shown that there is more to be 
gained from relaxing the boundaries of the roles and titles within the design process, so that 
people make valid contributions across the different fields. 
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Having empathy for the people they design for is the main skill of the designer, development 
in the design process has necessitated that they now have to be appreciative and are 
knowledgeable of how people interact with different products and the experiences they will 
gain from it.  Designers need to understand that design visualization will evolve, and they 
have to be ready to lead the way.  “Design tools, relationships, and methods will become 
more advanced in the future, they must continue to progress and be more thought-provoking 
and inspirational” (Crossley, 2003).  Whichever approach is followed, research has shown 
that using a triangulation of methods provides a more meaningful, in depth understanding of 
the people we are designing for and as the design industry in increasingly moving more 
towards the inclusion of emotions the more understanding we gain about people lives and 
experiences the better we can design for them. 
 
5.9 Meaning of Objects to People and Their Relationships With Them 
 
When it comes to looking at design in our contemporary consumer world, Heskett,(2002) 
declares “That in the year 2000, in the USA, 3% of the world’s population were thought to 
have consumed 25% of the worlds available resources, there has been a rising prominence on 
designing not just products, but “experiences”.  This can in part be seen as an indicator that 
basic utility is something taken for granted. 
It also suggests that life is so meaningless for people incapable of experiencing anything for 
themselves that they need to be supplied with a constant flow of artificial, commercialised 
and commodified experiences that take on their own reality.  Their relationship with products 
is taken for granted; products are a means to feed an appetite.  In this context the 
designer/manufacturer becomes the supplier of products to be consumed, which are used to 
block out anything uncomfortable or challenging.  “We usually throw things away because 
we have fallen out of love with them and they no longer fit our criteria, not because they no 
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longer work” believes Jonathan Chapman (2006), who is trying to promote what he calls 
‘emotionally durable design as a way of reducing the generation of toxic waste. 
“At the start of a relationship with a product, we consume it profusely, he suggests. ‘Then its 
consumption develops into usual practice, and then we cease to think about the product, and 
becoming aware of newer versions.  If the product is not doing something we want it to or 
has began to do something we don’t want it to the relationship often ends, but this is not 
because it has broken. If we do not go back to more sustainable relationships with our 
products we are going to have enormous difficulties” (Rogers, 2007).  What seems to be the 
best solution is to build emotional qualities into a product which are then enhanced by 
experience rather than rejected. 
A huge shift in our attitudes towards products is required, it is essential that relationships are 
regained in order of slowing down consumption and fulfilling the consumer emotionally.  
Because given the opportunity products can become objects of desire, cherished possessions 
full of meaning, and humans can develop deep relationships with them, evoking them to 
become completely attached to their products.  And it is up to designers to engage consumers 
with products at this deeper level, by offering more meaningful pleasures integrated into 
them. 
People want to reach for higher levels of pleasure, the more people have, the more they get 
used to certain standards, and expect it as normality, which follows the theory of the 
hierarchy of human needs by Abraham Maslow who believes “The human is a wanting 
animal, who seldom achieves the position of satisfaction” (Maslow 1943). 
As one need is met another will surface, as products develop and become more advanced, so 
do consumers needs, it seems one cannot develop without the other.  Therefore maybe it is 
dismissive to suggest that life is so meaningless for people, they need products to fill their 
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lives.  Consumers are caught up in the consumerist world we live in; it is a rollercoaster 
journey that is getting faster and faster, which they themselves are fuelling. 
But how do they slow it down or get off the rollercoaster?  Are there enough alternatives to 
temp them to take a different journey and turn down the lavish, constantly superseded 
products they are so used to?  The responsibility to provide such alternatives whilst still 
meeting the constant advancing needs of the consumer has to lie with the designer.  It comes 
back down to basics, relationships, attachment, emotional pleasure and connections, with 
such factors inherent in products consumers may be less likely to disregard a perfectly good 
working product for the next latest, upgraded, advanced version.  Somewhere along the way 
of technical development and advances, fundamental human instinctive pleasures have been 
left way behind and it is time they were re-addressed.   
This is a twofold issue though, firstly; if such pleasures were given more attention, surely 
consumers would be more satisfied by products, by building attachment and developing a 
relationship with it.  Secondly; if this was the case, consumers would be less likely to 
consume products at such a rate, and it may be able to ‘make less last longer’ therefore 
protecting more of the world’s available resources. 
As an aid to try and provide “the experience” design teams are using different methods such 
as; building up mood boards, firstly identifying their targeted consumer group.  They build up 
a picture of the lifestyle they may lead using images, of objects this group of people may 
own, how they might dress, the sports they may play, cars they may own, the family they 
may have.   
This is highly reliant on the stereotypical, although sophisticated methods of analysis can 
help assess groups from different social and economic backgrounds,  designers cannot be 
aware of the consumers personal knowledge, culture, beliefs, or individual thoughts and 
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feelings and memories, all of which contribute to the overall individual experience the 
consumer will obtain from the product. 
The following model shows the different roles of the consumer, the product takes on a 
transformation from buying to using to owning 
 
Figure 33:   Model of communication product experience. (Lilian Henze, The Netherlands) 
 
Analyzing this model we can see the progression from ‘buying’ to ‘owning’: 
Buying the product: 
The consumer needs to be attracted to the product and it is at this point the market researchers 
play a part.  The requirements of the consumer result in a preference, which is founded on 
anticipated advantages (function and hedonic) and that will consequently result in the 
purchase of the product. 
Using the product:  
Once the product has been purchased, the next part begins; the product will be used, and this 
is where human factors come in.  The consumer will use it with ease and get a sense of 
satisfaction; a pleasant positive relationship has begun between product and user.  Or it may 
not satisfy, which may mean it is difficult to use, although the product has a second chance, if 
it still does not satisfy on this occasion, the outcome will be negative, and the user will not 
form a relationship with the product. 
 
Affection 
 
                  BUY                               USE                                        OWN 
 
  USABILITY 
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Owning the product:  
A user-product relationship will develop depending upon experience and sentiments.  Usually 
the longer the consumer has satisfactorily interacted with the product the greater the bond and 
sense of ownership. 
Emotions towards a product are influenced by many factors such as the tactility, materials, 
sound and the aesthetic appearance of the product.  Another feature which may be of 
importance to the consumers is the products reflective status or its implied ideology.  
Products portray a lot about their users, consumers are becoming increasingly aware of this 
and are careful their products imply the correct imagine and messages to others.  Companies 
are also very aware of this and are going to great lengths to gain a better understanding of the 
people they are designing for, so they are able to supply products that meet their needs. 
Research has shown how some very successful companies such as Harley Davidson, 
Starbucks, L’Oreal and Gillette have integrated aspects of the Four Pleasure Framework (as 
seen above) into the design and marketing of their products.  This has enabled them to 
successfully understand the needs and desires of their consumers, therefore designing 
products to fulfil them. 
For example after falling on some very difficult times, Harley Davidson turned the company 
around to becoming one of the most successful automotive companies in the world.  They 
accomplished this by acknowledging the attraction of their brand and by identifying that 
“their business is about selling a lifestyle, even though they build motorcycles, they are not 
really in the motorcycle industry.” (Jordan, 2007)  They understood that their heritage was 
linked with certain associations such as independence, youthfulness, and the American way 
of life.  Their research revealed that people do not buy Harley Davidson’s because of their 
technical capabilities, but instead they buy them because of what their associations are. 
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Jordan Believes that “Harley Davidson simply focused on their image and heritage, as 
opposed to trying to build motorcycles that were faster than Kawasaki, more dependable than 
BMW or better made than Honda,”  Identifying the enormous significance of their brand 
image has been fundamental to the turnaround of this company.  Harley Davidson recognized 
that they are selling a lifestyle, a dream, an experience, not just a motorcycle.  They 
recognised the association their brand holds to people and by accentuating that, they made the 
Harley lifestyle into escapism.  It is this that has transpired “Harley-Davidson into one of the 
most triumphant businesses in the Dream Economy” (Jordan, 2007). 
Gillette is another company who used the Four pleasure frame work to obtain a thorough 
understanding of their and have become a global leader in the shaving market, 75% of the 
market of men’s wet shaving is taken by Gillette.  Essentially, there are two significant 
factors to Gillette’s success.  Firstly, they put enormous amounts of effort into making sure 
that their products are the best on the market, and secondly they have created a very apparent 
and simplistic brand message which they persistently emphasize.   
The success of the company is driven by their in-depth understanding of men’s thoughts, 
behavioural habits towards shaving.  Extensive studies of men shaving in test facilities are 
carried out, recording every detail.  Providing them with such an in-depth knowledge of their 
consumers allows them to create products that meets their demands and retains the 
company’s position as the global leader in shaving. 
 
Analysis of these companies using the Four Pleasure Frame work 
All four companies were successful because they all identified their target consumer and then 
gained a holistic understanding of them, which enabled them to create products that met their 
requirements.  Analysing each case study, in conjunction with Tiger’s Four Pleasure Frame 
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work, allows us to identify which pleasures were provoked by each company, as the table 
shows: 
 
 
 Harley Starbucks L’Oreal Gillette 
PHYSIO  Quality Coffee Enhanced 
Appearance 
Close Shave 
Safe Shave 
PSYCHO  Confidence in 
Service 
 Confidence in 
Product 
SOCIO Camaraderie 
and Rebel 
Image 
Successful 
Image 
Attractiveness 
and 
Assertiveness 
 
IDEO Freedom and 
Youthfulness 
Sophistication Association 
with Success 
 
  
Table 2:   Four Pleasure Frame work Analysis of Case Studies. (The Dream Economy- 
Designing for success in the 21st Century, Jordan, 2007) 
 
It is not necessary for products to deliver in each of the four pleasures categories for them to 
be successful; in fact if the effect is strong; it is possible for a product to deliver in just one 
pleasure category.   
Although at the beginning of any design process, when assessing consumers requirements, 
considering each of the four pleasures provides a structured methodology, even if all four 
pleasures are not relevant it is important to understand which are significant and why, and 
which are not and why.  This is also a very useful tool when comparing different products, by 
considering all four of the pleasures, helps us to understand more about which pleasures are 
provoked by different products. 
To help analyse and make comparisons, the four pleasure framework is used to gain an 
understanding of the different pleasures provoked by the different categories of chairs in the 
practical trial in Section 8 of this study. 
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5.10 Changing Emotions (Lifecycle) 
 
 
Throughout the years the importance of emotions has gone through a transformation, from 
not being considered in the process of design to it becoming an integral element of the 
process.  In 2008 the 6th Design and Emotion Conference was held in Hong Kong, entitled 
‘Dare to Desire’.  “Good design is desirable, design and emotion is not about products and 
services that feel good, but about products that make us feel great” (Design and Emotion 
Conference: Dare to Desire).  The title alone indicates the huge developments which have 
been made within the field of design and emotion in recent years.  Just a couple of years ago 
there were discussions about designing products which offered emotional satisfaction and 
pleasure, which has progressed to designing products which are desirable and lustful.   
Our relationship with the designed world is advancing fast, and with the technological world 
advancing at an even faster rate the future looks exciting, although there is a fear of the 
designed world becoming too lost in the technological world that products become de-
humanised.  Just as designers understand the importance of the emotional needs of the 
consumer in a holistic capacity, understanding people for what they are, thinking, feeling, 
sensitive, physical beings, and it is possible that too much development between technology 
and design could damage that?  In the constant quest for advancing new technologies and 
developments into our designs, and pushing the boundaries forever further, one thing will 
always remain the same ‘the human’, no matter how far and futuristic our designs become, it 
is hugely important that such advances have to be made for the benefit of the human.  In 
some situations it is difficult to see how design developments can continue at such a fast rate 
without losing the human along the way.  In some ways we are currently returning back to 
basics, by researching the emotional and physical needs of the human, we are going back to 
the root of the problem that requires solving. 
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By understanding and really listening to what humans want and need emotionally and 
physically and considering them holistically we are able to design products which fulfil their 
needs, induce pleasurable emotions and enhance their lives through interaction and 
experiencing the product.  It seems we need to understand people for the affective, sensitive 
beings we are, and be aware that there is a danger that if designers progress from this in a 
quest for advancement the holistic view of the affective human may be lost.  
 
5.11 Purchasing Process of Furniture Particularly Buying, Using, Owning, 
Disposing, Purchasing Decisions. 
 
Prior to the recent recession, in recent years the housing market has been extremely strong 
which has had a direct impact of the furniture market, consumer confidence was at an all time 
high, and the mass of marketing only fuelled consumer spending.  As a consequence of this 
the furniture industry experienced some of the largest growth, this was because consumers 
have become more motivated and informed about how to furnish their homes.  With a 
constant flow of advice as to what is fashionable and current from the media, consumers now 
seem to have a very different approach to how they purchase furniture and consequently their 
emotional relationship with furniture is also very different.  Recent generations replace 
furniture items much more readily, even if they are not worn or broken, it is completely 
acceptable to dispose of furniture just because they do not go with an updated décor.  
“Throughout the last 100 years, we learned to find sanctuary, in the embrace of manufactured 
products” (Mooallem, 2008).  This has been fuelled by companies such as IKEA and cheap 
imports which have enabled consumers to buy cheaper, more often. 
The consumerist society has driven a ‘buy it today, throw it away tomorrow’ ethos, which has 
changed the way in which people shop and developed new demands within the consumer.   
Many consumers seem to be so heavily influenced by style when making purchasing 
decisions that there appears to be very little other emotional connection involved.  “Because  
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style is so persuasive – sufficient to supersede and even form physical experience – 
investigating it can give us an understanding about which principles and concerns have most 
influential emotional meaning” (Cranz, 1998).  Because when consumers are driven by just 
style, the furniture item serves as a short term, superficial fulfilment, until it is disposed of 
and replaced.  Marcel Breuer said "A piece of furniture is not an arbitrary composition; it is a 
necessary component of our environment.  In itself impersonal it takes on meaning, only from 
the way it is used or as part of a complete scheme” (www.mkgraphic.com/chairlecture.html). 
However many consumers seem unable to understand this and are driven by the ideology of 
style, and they seem to need ‘style’ to be fed to them directly, rather than establishing their 
own personality through their furniture.  Breuer explains, “A complete scheme is not 
arbitrary composition either but rather the outward expression of our everyday needs; it must 
be able to serve both those needs which remain constant and those which vary. This variation 
is possible only if the very simplest and most straightforward pieces are used; otherwise 
changing will mean buying new pieces. Let our dwelling have no particular 'style,' but only 
the imprint of the owner's character. The architect, as producer, creates only half a dwelling; 
the man who lives in it, the other half." (www.mkgraphic.com/chairlecture)  This 
demonstrates that meaning comes from how we interact and use furniture in our lives, the 
actual piece of furniture is only half of the story, how it connects with us and our lives, 
families and memories makes up the whole story. 
Previous generations would have had to have saved and purchased furniture which was made 
to last, and that would fit into their homes for many years as it would not be replaced until 
absolutely necessary.  Because it was in the house hold for so long and the user and furniture 
went on a journey together, they shared experiences.  Maybe the sofa was climbed upon and 
played with by each generation of the family; this would create experiences and memories for 
the user, which they would associate with the sofa.  They would build up a relationship and 
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develop an attachment with it, therefore declined to part with it.  Research suggests that the 
longer people have objects, the more likely they are to develop an attachment with them. 
With the recent levels of consumerism, which depends on a high turnover of products, and 
provokes the ‘buy it today, throw it away tomorrow ethos’ basic user- product relationships 
and attachment have been lost.  Many people have become so caught up in consumerism; 
they have been motivated to buy because of style, yet not actually fulfilling their true spiritual 
needs.  “Consequently style has become a further way for us to distinguish ourselves from 
others, we don’t just search for differentiation, we also look for superiority.” (Cranz, 1998).  
This demonstrates how chairs are still used to display social status today, and consumers are 
constantly trying to supersede their status, and in doing so, often do not possess their 
furniture long enough to establish a firm attachment to it.  But of course this is what the 
industry wants, as this fuels the furniture market.   
However the current crisis we are experiencing has prompted fear into the market, in a recent 
Mintel report, the question was asked “How can Living Room Furniture manufacturers 
endeavour to shorten the replacement cycle?” (Mintel, Living Room Furniture–UK, 2008).  
Which demonstrates the markets need to make furniture items as short lived as possible.  It is 
hoped that with the current credit crisis comes consumer slow down, and make people more 
aware of the real needs they need to fulfil when purchasing furniture.   
Choosing the right furniture can extend the longevity of it, which may induce a relationship 
and an attachment to it and evoke emotional and spiritual pleasure to the user.  Whilst at the 
same time attributing to slowing down furniture consumption, making for a more sustainable 
market and happier more fulfilled users. 
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5.12 Seduction by Goods 
 
In today’s climate, it is imperative that emotions are an important factor in the design 
process, and that they are used to literally seduce consumers.  Large companies have 
recognized this and are demanding that the emotions are used to maximum effect.  This 
involves stimulating the senses and inducing pleasurable emotions to the user through the 
product.  When we consider the senses we naturally think of; touch, smell, taste, sight and 
hearing, all of which contribute to experiencing a product, when senses are stimulated 
positively, positive emotions are evoked.  For example being visually drawn by the form of a 
product, that feels good to hold and also makes pleasing sounds, will generate positive 
responses.  A product with maximum emotional impact will stimulate desire in the consumer, 
it will induce them to pick it up and interact with it.  If the product fulfils expectations and is 
exciting to use, feels good to hold, maybe even smells nice and possible portrays a positive 
image about the user, will increase the chances of inducing the consumer to purchase it. 
Therefore by creating an object of desire, stimulation of the senses and inducing positive 
emotional responses are a significant factor in provoking purchase decisions.  Keeping 
negative emotions to minimum and positive emotions to the maximum, increases the 
potential for the consumer to connect with the product on an emotional level, consequently 
this entices the consumers to purchase the product, which fuels the market. Because without a 
product that meets the needs and demands of the consumer, which includes meeting their 
emotions needs, there is no necessity for the product, which of course means there is no 
market. 
Both unconscious and conscious reactions are elicited by emotions, both positive and 
negative, which makes them a major distinguishing factor in the success of a product.  
Negative responses such as fear, irritation and uncertainty can be provoked through 
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inadequate usability with a product, however by comprehending and minimizing the negative 
emotional impact, will help to improve user satisfaction.  
“The emotional effects of products tend to be more vital to the customer than advantages in 
productivity, efficiency and effectiveness.” (Khalid and M.G. Helander,  2006).  Emotions 
are a fundamental element in contributing towards a pleasurable user experience; however 
they are not the only contributing element.  The user experience is stimulated by each and 
every characteristic of a product.  “The designers objective should be to ‘control’ the user 
experience by means of an intentional design attempt, consequently linking the space 
between the ‘Affective User’ and the ‘Designers Environment’, as summarized in our 
framework” (Khalid and M.G. Helander, 2006). 
Within the fields of product design and neuroscience, emotion and the thought process are no 
longer being seen as two detached elements, they are now being seen cohesively.  For a 
product to be successful it needs to stimulate the senses, evoking positive responses and meet 
the demands and requirement of the consumer, therefore being functionally and emotionally 
fulfilling, the following model illustrates how this can be achieved. 
                           
Figure 34:  ‘Ease of Use’, ‘emotions in using’ and ‘support of the users’ persona’.  
(Customer Emotional Needs in Product Design, H.M. Khalid and M.G. Helander, (2006)). 
 
Immersing 
 
Storytelling 
 
Observing 
 
Communicating 
 
Creating 
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By interacting with a product which has good flow/good usability, stimulates positive, 
pleasurable emotions.  For example; a mobile phone which is designed to have a good flow 
will be uncomplicated and easy to use, with controls and buttons that are precise, functional 
and pleasing to operate, this will promote positive emotions to be stimulated, such as of fun 
and pleasure, fulfilment and confidence, all of which can help to contribute towards attracting 
the consumers to purchase the phone.  Furthermore, if the usability lives up to the desired 
expectations and provides seamless interaction, this will contribute towards the consumer 
being seduced by the product and building an attachment to the phone.  Good usability, and 
functionality induce pleasures which are known as hedonic pleasures, these are benefits 
which can enrich, and improve the user’s persona.  Contrastingly, negative emotions are 
induced if a product that is complicated and difficult to use, this promotes feelings of 
irritation, anger and a displeasure of interacting with it, which may lead to stop using it.  
These displeasures are known as hedonic penalties, they deteriorate the persona of the user, 
by intensifying anger and annoyance.  
“Hedonic factors induce an emotional reaction from the user via the products physical 
qualities that results in the users’ evaluation and perception of it as pleasurable and amusing.  
By incorporating flexibility into designs and providing users with control, pleasurable 
interaction may be derived” (Khalid and Helander, 2006).  It is very apparent that emotions 
are a highly significant factor within design; they can create desire and seduce consumers, 
which have an enormous impact upon their purchasing decisions. “We don’t care how a chair 
feels physically, as long as its form articulates what we want it to.” (Cranz, 1998). 
However, it has been identified that there is a gap within the research, of how to quantify 
pleasure and emotions, additional investigations need to be carried out, to help research 
appropriate, and efficient methods of measuring pleasure, to enable designers to integrate 
desire into their products.  “Designers and manufacturers need to consider making emotional 
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design the end result in product design because customers are inclined to make choices based 
upon their feelings, opinions and values, which typically are derived from their gut feelings 
as opposed to logic” (Khalid and Helander, 2006). 
The following chapter discusses emotions, how they affect the consumer and how we can 
stimulate positive emotions through design.   
 
Chapter 6. Considering Emotions 
 
In this chapter I explore emotions from a psychological and business perspective.  Emotions 
are literally how we feel.  These are cognitive, but it is the physical sensation that makes 
them really distinctive.  We feel emotions in our bodies as shivers, trembles, hot spots and 
muscular tension.  The primary key to most emotional stimulation is that there is an 
objective at stake.  Our emotions therefore instigate us to want and not want, and when we 
have what we wanted, we then have emotions about possessing. 
 Emotions of wanting: greed, aspiration, envy, desire, love. 
 Emotions of not wanting: fear, humiliation, repulsion, contentment. 
 Emotions of having: happiness, pride, guilt, jealousy. 
 Emotions of not having: anger, sadness, distress. 
 Other emotions: surprise. 
I acknowledge that there are both positive and negative emotions which can be evoked via 
an object, both of which are fundamental to how users perceive an object.  Therefore it is 
essential for designers to emphasise the positive emotions and limit the negative emotions, 
because broadly speaking people have similar wants and needs from an object. 
Emotions influence and are a segment of our mood, which is usually an emotional status 
with more longevity.  Mood impacts upon our attitudes and alters how we process 
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judgments.  An emotion is a mental and physiological state associated with a wide variety 
of feelings, thoughts, and behaviours.  It is a prime determinant of the sense of subjective 
well-being and appears to play a central role in many human activities.  As a result of this 
generality, the subject has been explored in many, if not all of the human sciences and art 
forms.  There is also much controversy concerning how emotions are defined and classified.  
In order to understand the role of emotion and experience within the contexts of design it is 
necessary to analyse some aspects of emotion. 
The subject of emotion has been scrutinised for many years and there are many different 
theories and approaches regarding it such as the James-Lang theory, Cannon-Brad theory and 
cognitive theories of emotion.  However for the purpose of this study it is necessary to 
discuss three specific approaches in the following section as each have integral to the 
development of a framework, which is pertinent to this thesis as is discussed later in this 
section. 
The role of emotion has been extensively investigated by Dewey (1934).  In his Art as 
Experience he suggests it is not only the ‘sensible’ qualities present in the physical media the 
artist [or designer] uses, but the wealth of meaning that attaches to these qualities, that 
constitute the material that is refined and unified in the process of artistic expression.  
Dewey makes the distinction between emotional statements and emotional expressions.  An 
emotional statement is a fleeting graphic reaction, for example laughing at a joke in a book.  
The emotional expression is a response that references previous emotions and experiences, 
for example treasuring a possession.  He believes an experience is formed by the persuasive 
qualities of the experience which are the emotions. 
Another perspective is that of Carlson, who differentiates between emotion and mood. 
Emotion is defined as short, sharp, waves of feeling arising without conscious effort or 
reflection usually accompanied by an increased activation of the autonomous nervous system 
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– physiological changes in heart rate and respiration.  In contrast, mood is defined as a 
longer-sustaining, less intense emotional effect. 
 
Products can function to contribute to emotional experiences in the following ways; 
 
 Products can function as stimuli for new emotional experiences 
 Products can function as extenders of existing emotional experiences 
 Products can function as proxies (substitute) for previous emotional experiences. 
 
Work carried out by Csikszentmihalyi (1981) exemplifies how products can fulfil these 
functions.  His initial investigations involved asking people to recognize objects they 
considered unique, providing a set of dimensions, informative for comprehending how 
human-product interactions initiate meaning, including emotion. The objects are grouped into 
either “action” or “objects that depend on some kind of interaction.”  Further object meaning 
groups include experiences (enjoyment, ongoing occasions/activities, release/escape); 
inherent qualities (physical feature, e.g., size colour, texture, material); style; and utility. 
Csikszentmihalyi believes “Things that produce ordered stimulation, either auditory or visual, 
‘may help’ focus and objectify emotions.” 
 
By using the perspectives and points from all three approaches and analysing their research, 
Carl DiSalvo, Bruce Hanington, Jodi Forlizzi, from Carnegie Mellon University, USA, have 
produced a single assessable Framework of Emotional Experiences, for new product 
conception. 
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6.1  A Framework for Emotional Product Conception 
 
Di Salvo, Hanington and Forlizzi have posited a framework for discovering and 
understanding emotional experiences.  They suggest that: 
1. There are two types of emotional responses: 
 Short and reflexive (emotion) 
 Sustained and reflective responses (mood)  
2. Only sustained and reflective responses (mood) constitute an emotional experience. 
3. An emotional experience is dependent on the relationship between the individual and 
the environment in which it takes place. 
4. The environment is composed of objects that can function as: 
 Stimuli for new experiences 
 Extenders for current experiences 
 Proxies for past experiences 
5. The qualities of objects that function as contributors to an emotional experience  
are: 
 action/interaction 
 sensory stimulation 
 enjoyment 
 physical attributes 
 style 
 utility 
 (Design and Emotion, 2002, p253-4) 
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It is suggested that the framework will help designers discover and understand how they can 
provoke and improve emotional experiences through the products they design.   Therefore 
this could be an extremely useful tool to aid designers in developing more engaging chairs, 
inducing users to develop meaningful relationships with them. 
When designers use this framework to help induce pleasurable emotional experiences to the 
users, the focus should be initially be on the reflexive response, the properties which first 
attracts the consumer’s attention; however this response can soon be lost or changed if a 
product does not conform to the expectations of the consumer.  Therefore it is the 
responsibility of the designer to make sure the product furthers the initial attraction and 
allows the mood of the consumer to be enhanced through a deeper investigation and 
interaction, therefore evoking the longer term sustained reflective responses (mood).  The 
frame work explains how the emotional experience is reliant on the relationship between the 
individual and the environment, in which it takes place.  This can be difficult to evaluate as 
each individual will have had different experiences, and each will receive different meanings 
from different environments, therefore this can be complex and is dependent upon many 
factors, including circumstances.  What may be stimulating for one person may be considered 
too much for another, therefore how the emotional experiences will vary greatly.  Another 
example of this how one environment may remind a person of the past; this may bring back 
good or bad memories, accordingly this will have a significant influence on the emotional 
experience the individual. 
Therefore as it is not possible to ascertain each individuals past experiences, there likes and 
dislikes, for designers to obtain a clear understanding of individuals responses to the actual 
products, when carrying out investigative studies,  environments in which the relationship 
takes place should be neutral, inviting and calming. 
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The factors within products that the frame work describes as ‘contributors to an emotional 
experience’ are qualities which the designer has more control over.  The designer can 
encompass pleasure through use, make it enjoyable to interact with, create elements of the 
design which evoke the senses, make it feel great to hold, soft to touch and beautiful to look 
at, within this area the designer has the ability to create a design which is desirable to people, 
whatever their past experiences, and regardless of the environment.  However they do need to 
be clear for whom they are designing a product for.  By having a thorough understanding of 
the needs and criteria of the people the product is aimed at the designer can tailor the product 
to suit.  For example to target young, career minded individuals the designer may encapsulate 
alluring, contemporary style, excitement and technology into a design.  However if targeting 
older, retired individuals, designers would use different tactics to induce consumers, they 
may design products which are classic in form, functionally fulfilling, easy to use and 
morally and spiritually satisfying. 
This framework has been very influential to the trial carried out in section 7 of this thesis, 
which investigated the emotional responses of participants when interacting with types of 
chairs.  For example each chair was displayed in the same manner, to ensure there were no 
environmental variations.  To ensure the environment, functioning as stimuli for new 
experiences, extenders for current experiences and proxies for past experiences was the same 
for each chair type. 
Data was taken from participants instantly to gauge their short and reflexive response to each 
chair, participants were asked to interact with each chair and encouraged to articulate their 
reactions to it.  For some participants this enabled them to develop sustained and reflective 
responses, for someone the actual chair in one of the categories, functioned as the proxies for 
past experiences, as it tapped into memories they had with similar chairs, so this chair type 
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had a real sense of meaning to this participant, and enhanced their mood. Within each 
category the properties of the chair operated as contributors to an emotional experience.   
Some were enjoyable to sit on, others were desirable to look at and others exciting to interact 
with, each chair stood for something different and possessed different qualities.  By 
monitoring the responses of the participants it was interesting to observe in accordance with 
the framework which qualities were the strongest contributors to an emotional experience. 
By using this framework as the structure to carryout further practical trials, may aid designers 
to gain a thorough understanding of the strength and value of properties within products as 
contributors to an emotional experience.  This will enable them to recognise which properties 
to include into their design to target specific groups. 
 
6.2 Visceral/Behavioural/Reflective Design 
 
An alternative and very interesting approach to looking at design and the emotion of pleasure 
is that of Donald Norman, he believes there are there are three significant levels of design: 
Visceral, Behavioural and Reflective. 
Visceral Design 
Norman suggests that “Visceral design is what nature does”.  He thinks it’s biologically pre-
wired.” (Emotional Design)  Visceral design is about how things look, feel and sound.  One 
example Norman uses of visceral design is the E-Type Jaguar, it’s a car people love and want 
to own, the specifics such as cost or how well it work, are after- thoughts.  (Physio - 
Pleasure).  This is the first automatic reaction in regard to the object in terms of desires, 
dislike etc. 
Behavioural design 
“Behavioural design concerns use aesthetics is of no importance is it all about performance.” 
Norman. It’s about getting products to function well, and about making that functionality 
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easily accessible – an area where technologically based products often fall down.  (Psycho – 
Pleasure).  This is the logical approach which considers utility, effectiveness and it relation to 
the uses life. 
Reflective design 
“Reflective design concerns the meaning of things, it’s about message: what image is 
portrayed by using this product? It is about self image.” says Norman.  He considers product 
design on this level to be an intellectual approach and connects to high-order emotions.   
This is also an area where brand image and marketing are significant: selling and marketing 
products not on their functionality but on their exclusivity and prestige.  It is about owning 
things you want to show off with.  (Socio/ Ideo – Pleasure). 
Visceral and behavioural approaches are about the now, they are concerned with feelings and 
experiences while actually seeing or interacting with a product.  While reflective appeal is 
part of a long term relationship with a product.  Through reflection you remember the past 
and contemplate the future.  This level can supersede the other two and it can be far more 
meaningful. 
Norman still believes that products need to have a realistic amount of functionality, although 
they also need to be beautiful and should have an emotional impact too.  He believes products 
should be a delight to behold and a pleasure to use” he says.  He believes as well as creating 
products which work really well, they should also be able to make us smile too. In his book 
Emotional Design, Why we love or hate Everyday things, Norman argues that the emotional 
side of design may be more critical to a products success than its practical elements.  Objects 
are more than utilitarian.  They can also be perceived as art, which may brighten up 
someone’s day just by using it.  He uses the Pie watch to explain.  This watch has no hands, 
so before you can tell the time you need to figure out how it works and he admits it is harder 
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to read than a conventional user friendly design, but for him ‘the reflective value (of the pie 
watch) prevails over the behavioural difficulties’.   
As products mature and we take their functionality for granted, Norman believes reflective 
design becomes more important.  Once we assume a product works we then use other 
methods to differentiate between them.  We choose ones which hold emotional appeal, which 
we can form a relationship with and fall in love with.  The difficulty is maintaining the 
relationship after the initial burst of enthusiasm, to try to maintain this relationship.  
Psychologists believe there are three basic steps to consider; enticement, fulfilment and 
relationship.  Enticement is about being seduced by the product emotionally, having a feeling 
of need to possess it.  Fulfilment is about emotional satisfaction achieved through the 
interaction with the product.  Relationship is about having an emotional connection with a 
product: the longer the relationship, the stronger the bond. 
 
6.3 Emotion and Things  
 
The need to have meaningful relationships with objects is long-standing and rooted in history.  
To investigate why people found meaning in domestic objects Csikszentmihalyi and 
Rochberg-Halton, (1981) carried out a study by interviewing participants.  Objects were 
analyzed and put into meaning categories, which are defined as follows; 
Experience – enjoyment: object ownership or use is associated with positive feelings. 
Experience – ongoing occasions: objects used for events or everyday activities that 
regularly occur. 
Experience – release: object enables release such as escape, venting frustration. 
Intrinsic Qualities – physical descriptions: includes descriptors such as size, texture, 
and colour. 
Style: decorative, fashion or design elements. 
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Utilitarian: object valued for convenience, saving time, money, energy. 
Personal values – accomplishment: object indicates the respondent is competent in 
some endeavour in life.  (Csikszentmihalyi and Rochberg-Halton, 1981) 
 
The following table gives examples of objects for each meaning category. 
Meaning Category Design object example 
Experience 
- Enjoyment 
- Ongoing occasions 
- Release 
 
Stereo 
Cutlery 
Television 
Intrinsic qualities 
      -    Physical description     
 
Chair 
Style Automobile 
Utilitarian Appliances 
Personal values 
     -    Accomplished 
 
Tools 
 
Table  3:  Examples of Objects for each Meaning Category (Csikszentmihalyi and Rochberg-
Halton, 1981) 
 
Most of the objects which participants considered to be ‘special’ were objects outside the 
usual field of product design, such as, plants, art and musical instruments.   
These objects were chosen due to their associative factors, such as memories, referencing 
family members.  They were also chosen because of “Interactive factors relating to rituals or 
use (how an object is actually used, and what it means, regardless of intent – for example, the 
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way children use chairs for playing).  This may help add to meaningful and emotional 
experiences”  (Forlizzi, DiSalvo and Hanington, 2003). 
Objects chosen as special due to their intrinsic qualities, were often found to have a feeling of 
integrity within them by participants, this was due to them being made by someone they 
know, or maybe because of a specific design feature, process or material. 
 
Original meaning 
category 
Extrapolated design 
dimension 
Design object example 
Intrinsic qualities - craft Craftsmanship/ evidence of 
‘hand’ 
Hand- finished elements on 
mass-produced object (e.g. 
stitching) 
Personal values 
- heirloom 
Longevity/ durability 
(material quality) 
Kitchen product used by 
mother (e.g. pasta maker) 
Personal values 
- personification 
Personal interaction/ 
engagement 
Products requiring ongoing 
maintenance (e.g. bicycle) 
 
Table 4:   Extrapolated Design Dimensions from Original Meaning Categories.  (Forlizzi, 
DiSalvo and Hanington, 2003). 
 
Emotional connections are influenced by the various qualities different objects hold - the 
actual experience participants have from interacting with an object is also highly relevant and 
is a significant contributing factor.   
An emotional response cannot be attributed to just one of the many qualities an object may 
hold, all the different factors contribute to differing degrees towards creating the emotional 
experience with the product.  “To design well means to understand the complex human 
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interactions, especially the human ecology of value discrimination, which locates and 
identifies individuals and defines their behaviour?  Sound design solutions emerge from the 
context of human conditions; they cannot evolve without direct reference to user and culture” 
(Winkler, 2001, p60). 
 
6.4 Colour 
 
A quick way to stimulate the senses is by using colour.  Colour is clearly influential, 
evocative, and mood enhancing and often has an initial impact and also often the most 
memorable factor about a product.  As with most aspects of design, reaction to colour is 
affected by culture, personality, experiences, fashion, age, gender and memories. 
The designer and consumer each have their own attributes and emotions, which make up their 
individual characters and the product its self also carries its own character and all of which 
are influenced by colour.  Although colour is obviously a significant factor within the design 
process and it shouldn’t be underestimated how much influence it can have, no one response 
can be predicted by using a specific colour. 
Again the makeup of each individual human comes into play, everyone is different depending 
upon their cultures, experiences.  So although as a rule, some specific colours loosely evoke 
certain reactions, and can certainly influence moods such as yellow/happy, red/exciting, light 
blue/calming, it’s the overall individuals makeup that depends on their reactions. However, 
Jean Baudrillard makes a clear point about the dangers of colour analysis: 
 
“In the traditional system colours have psychological and moral overtones. 
Colour may be dictated by an event, a ceremony or a social role;….Tradition 
confines colours to its own parochial meanings and draws the strictest of 
boundary-lines about them…At the most impoverished level, the symbolism of 
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colours gets lost in mere psychological resonance; red is passionate and 
aggressive, blue a sign of calm, yellow optimistic and so on; and by this point 
the language of colours is little different from the language of flowers, dreams 
or signs of the zodiac." (Baudrillard 1996, p31). 
 
6.5 Symbolism and Semiotic Aspects 
 
The success of a product is hugely dependant on gaining a positive emotional response from 
the consumer, which is usually, initially based on the aesthetics of a product and the symbolic 
meaning of the product.  The visual information of a product evokes the consumer to make 
certain judgments about it, such as its attractiveness, social grouping, its function and 
potential usability.  “Users requirements of designed products have frequently been compared 
to Maslow’s hierarchy of needs.  This suggests that once issues of utility, safety and comfort 
have been satisfied, emphasis may shift towards the decorative, emotional and symbolic 
attributes of design” (Crilly, Moultrie and Clarkson, 2004, p547-577). 
To understand the product the consumer draws upon all of the various visual references of the 
product, each reference supplies the consumers with information about the product, 
regardless as to whether the designers intended to portray that reference, the consumers reads 
from it.  Therefore the designer needs to be precise and clear about the symbols and meanings 
they want the product to portray. 
There is a vast amount written about how product aesthetics is associated to human 
responses, this is a large area of research because virtually everything which is experienced 
has some consequence to human behaviour.  Individuals can react differently to each 
situation or object, this is because everyone has a different life experience, knowledge and 
background which their responses are based upon, therefore one object can symbolize and 
hold different meanings to different people.  How a product is interpreted by humans, is 
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dependent on its symbolic meaning and interaction that takes place between the product and 
human. The product is the mode of communication from the designer to the consumer.  “This 
perspective on product design centers on seeing products as symbols competent of 
representation” (Crilly, Moultrie and Clarkson, 2004). 
For users to be able to understand products and see them as signs it is necessary to take into 
account how consumers respond to the aesthetics of products as this is part and possibly the 
initial phase of the communication system.   
Consumer behaviour and responses to products are conventionally seen as involving three 
elements;  
 cognition  
 affect 
 behaviour. 
Cognitive responses are based on the perceived senses of the consumer, which generates 
them to make judgments about the product.  People’s reactions and responses to designed 
products have been investigated in many different ways, however my research has identified 
that Crozier, Cupchink, Lewalski, Baxter and Norman all share the following similar 
configurations to explain cognitive responses to products; aesthetic impression, semantic 
interpretation and symbolic association. 
 Aesthetic impression relates to the sense or feeling which is induced from the 
perceived appeal of the product.  “This links to Croizier’s reaction to form, Baxter’s 
inherent attractiveness and  Norman’s visceral level in design Cupchik's 
sensory/aesthetic response, Lewalskis visual X-values,” (Crilly, Moultrie Clarkson, 
2004).   
 Semantic interpretation relates to what the product is articulating regarding its 
character, function and usability.  “This links to Crozier’s reaction to function, 
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Baxter’s semantic attractiveness and Normans behavioural level in design” (Crilly, 
Moultrie and Clarkson, 2004).Cupchiks cognitive/behavioural response, Lewalski’s 
visual Y-values.   
 Symbolic association is about social and personal meaning of the product and what it 
is expressing about the user.  “This links to Croziers reaction to meaning, Baxters 
symbolic attractiveness and Normans reflective level in design Cupchiks 
personal/symbolic response, Lewalskis visual Z values,” (Crilly, Moultrie and 
Clarkson, 2004).    
Functional products are designed to fulfil a specific task, two of the most major fundamental 
properties of a product are; functionality and usability.  Semantic interpretation, qualities 
which are associated with function and usability, such as; ergonomics, performance, ease of 
use and effectiveness are communicated via the visual appearance of the product.  All three; 
semantic interpretation, aesthetical impression and symbolic association are all highly 
significant to the design of a product.  They all indicate different things, all of which as 
required to the success of the product.  For example a well designed chair uses form, colour 
and materials to evoke an initial perceived attraction, creating an alluring aesthetical 
impression. A semantic interpretation also needs to be created through the chairs visual 
appearance, by communication its function and easy to use to the user.  It is important that a 
chair also holds a symbolic meaning to the user, and expresses something about them to 
others.  As this is enables the user to connect with it and develop an attachment to it, 
therefore inducing pleasurable emotions to the user. 
It is widely recognized that products influence the users’ emotions; the word affect is often 
used in this context as a way of explaining the emotions that are induced.  Affect has been 
summarized as being a factor in “the consumer’s psychological response to the semiotic 
content of the product” (Demirbilek and Sener, 2003). 
162 
 
To clarify, semiotic refers to sign processes, their significance and communication.  Signs 
and symbols are individually grouped in the sign system.  It relates to how meaning is 
constructed and understood.  In semiotics a sign is something that stands for something else, 
to someone in some capacity.  It may be understood as a discrete unit of meaning, and 
includes words, images, gestures, scents, tastes, textures, sounds – essentially all of the ways 
in which information can be communicated as a message by any sentient, reasoning mind to 
another. 
Nearly all products have some symbolic meaning integrated into them, which consequently 
induces some sort of emotions which “relates to commodity.  This culturally established 
meaning of objects enables a person to articulate their identity through products” (Crilly, 
Moultrie and Clarkson, 2004).  Using the symbolic meaning of products as a language to 
communicate with others, people can articulate their social status, style, values and portray an 
appealing impression to others. 
However the symbolic meanings which are associated with a product are not usually 
dependant on the aesthetical values of the product alone.  “Historical standards and marketing 
agendas all affect the apparent symbolism of products. Subsequently the symbolic 
connections induced by a product may be less reliant on product appearance than aesthetic 
impressions and semantic interpretations are” (Crilly, Moultrie and Clarkson, 2004). 
To clarify this;  
 semantic interpretation - is what a product is trying to point out about itself; 
 symbolic association- is what a product is trying to symbolise about the user.   
 
For example, in the case of a chair, which is evidentially environmentally friendly; the 
semantic interpretation may portray issues about the chairs usability and functional use and 
integrated characteristics.  Whereas the symbolic associations, such as the styling and 
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materials of an environmentally friendly chair symbolize the values and morals and personal 
beliefs of the user. 
Although individual people may experiences products differently, by understanding and 
interpreting the commonalities, values and attitudes which people share across the various 
cultures, designers can translate them into a meaningful, symbolic product, which indicates 
that the symbolic meaning of the product should be one of the initial phases of the design 
process.  It is important that designers have a clear message that they want to communicate 
and that this message is embodied by the product throughout the design process.  The 
designer should consider the semantic interpretations such as providing the users with an 
accurate evaluation as to how it will function and how it is to be used; they should also 
consider the symbolic associations, what the product  is expressing about the users, as well as 
the aesthetic impression, how the product can allure the user. 
By considering all the ways in which a product can communicate with the user, the desired 
messages the designers is portraying should clear and apparent to anyone who encounters the 
product.  The visual aspects of a product are usually the initial points of references for the 
consumer, therefore they are often the most important, they define the product and the 
potential relationship the consumer may have with it, the appearance of the product and its 
symbolic meanings are highly influential to the success of the product. 
 
6.6 Stimulating the Senses 
 
Instinctively humans are responsive to their experiences and their surroundings, naturally we 
gain experience in a variety of ways, dynamically and holistically.  A product can stimulate 
our senses, which in turn activates our emotions. 
An emotion is induced through our relationship with the product.  A product can be purely 
beautiful to look at, but can also have an elegant sound, pleasurable to touch or a stimulating 
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smell.  The user can be guided or mislead by sensorial information and this can be a 
contributing factor to the experience.  To stimulate all of the human senses, designers need to 
consider different approaches, which include more than just ergonomics, they need to 
consider the principles of ‘somatics’, which is an integrated body-mind perspective.  “A 
somatic approach would necessitate working with the body holistically” (Cranz, 1998).  To 
clarify this Cranz, a professor of architecture has structured the somatic principles into three 
groups:  
 philosophical ideas about the human body 
 ideas about anatomy 
 ideas about psycho-physical processes. 
 
Somatics is based on the concept that the body and mind are part of one organism, and 
working on one element affects the others.  “You have to go through the whole system; this 
systematic perspective for chair design is that you should not concentrate wholly on one 
element” (Cranz, 1998).  Cranz discusses the system in detail, beginning at the top, the 
positioning of the head, following down the body to the feet, and states that “A chair that 
forms bad posture even in just a small area of the body, without doubt produces concern for 
the entire system” (Cranz, 1998). 
Whilst I agree with this, and understand the importance of considering the different elements 
of the body, I believe this is still covering human factors and ergonomics and I believe this is 
only a small piece of the system.  As stated somatics encompasses the entire system, the body 
and the mind and in terms of chair design all aspects require equal consideration.   
As Cranz believes “How a chair feels emotionally is what counts to us.  We don’t care how a 
chair feels physically as long as its form conveys the right message to us” (Cranz, 1998).  
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Therefore it is imperative that designers give deep consideration to the mind, the emotional, 
psychological aspects with the system in order to stimulate all of the human senses. 
Our senses are connected to our emotions and are evoked in many ways, one of which is 
through tactility; it is a significant factor in the design process, although little is known about 
the users experience in the tactile sense. Tactility is perceived through touch and considers 
physical issues such as physical weight, shape, size, texture, balance, temperature, material 
and dynamics.  Tactility is a significant part of the users’ physical experience.  Within this 
experience, emotion is an important factor, as it is considered that the sense of touch is the 
channel for affective communication.   
The most fundamental of emotions have been reported from the experience of tactility, they 
are feelings of security, fear, attraction, repulsion desire or disgust.  They are fundamental in 
giving a product its own characteristics, in order for them to be perceived as elegant, friendly, 
happy, angry or funny. 
 
6.7 Four Pleasure Framework 
 
An extremely useful tool to help us understand people’s emotional experiences is ‘The Four 
Pleasure Framework’ by Canadian anthropologist Lionel Tiger.   
After studying societies from all over the world, and investigating the different types of 
pleasures people can have, Tiger deduced  that there are four major  types of pleasures that 
people experience; 
 Physio–Pleasure  
 Psycho-Pleasure  
 Socia-Pleasure 
 Ideo-Pleasure 
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In order to understand people holistically to be able to provide products which meet their 
requirements, it is critical that gain an in-depth understanding of the different pleasures 
people experience have and the provocation behind them. 
The Four Pleasure Framework has been applied to the design and marketing of many 
successful products and is integral to the structure of the design process to many designers, as 
it offers and insight to human experience and helps to classify the different types of pleasures 
people experience.  The Four Pleasure Framework consists of the following; 
Physio - Pleasure 
These are pleasures derived from sensory organs such as touch smell as well as 
sensual/sexual pleasures e.g. the tactile sensation from using controls or the factory 
sensation from the smell of a new car. 
Socio – Pleasure 
This is concerned with the pleasure gained from the interaction with others.  This may 
be a ‘talking point’ product, e.g. a special ornament or painting.  
Alternatively, the product may be the focus of a social gathering, e.g. a vending 
machine or coffee machine.  This pleasure can also be a product that represents a 
social grouping, e.g. a particular style of clothing that gives a person a social identity. 
Psycho – Pleasure 
This pleasure is closely related to product usability, and is the feeling of satisfaction 
formed when a task is successfully completed and the extent to which the product 
makes that task more pleasurable, e.g. the interface of an ATM that is quicker and 
simpler to use. 
Ideo – Pleasure 
This is the most abstract pleasure and refers to the pleasure derived from entities such 
as books, art and music.  In terms of products, it is the values that a product embodies, 
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e.g. a product that is made of eco-friendly materials and processes that conveys a 
sense of environmental responsibility to the user. 
There is no suggestion that any one product should provide all four pleasures, although surely 
this is the philosophical quest to which the designer aspires to. 
 
6.8 Lifestyle Trends (Jordan) 
 
As well as the Four Pleasure Frame work, Patrick Jordan’s ‘Lifestyle Trends’ is also a useful 
tool to use to help understand people holistically.  Lifestyle trends replicate peoples’ 
thoughts, behaviours, approaches and views.  Depending on world events, economic 
circumstances and philosophy, trends revolutionize with each generation, they usually last for 
about 20- 50 years, but this is dependant of the issues which are driving them. Regardless of 
their exact lifespan, their impact is long-term enough for them to be used as a foundation for 
developing long-standing design, marketing and branding strategies. 
Trends are identified by observing popular cultures, such as; which are the most successful 
movies, what types of lifestyles are the characters playing, why do people like them, what are 
the papers documenting, what are the important political issues. 
Trend analysts draw conclusions as to what the current trends are, by resolving questions 
such as these, and by discovering certain configurations from their findings.  “There are 
numerous bureaus that concentrate in the investigation and detection of trends.  By cross 
comparing the work of the world’s most important bureaus 8 core trends have been 
identified, All bureaus are of the same opinion that these 8 trends, illustrate the way our  
society is now and how it will be the next 20–50 years” (Jordan, 2007). The Eight Trends are 
as follows: 
 Feminisation. This trend refers to the changing roles of men and women. This 
includes the increased financial and social power of women as well men’s increasing 
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participation in traditionally ‘female’ areas such as childcare, domestic tasks and 
caring for their appearance. 
 Hedonism. This is about guilt-free indulgence and the search for positive hedonic 
experiences. It is fuelled in part by the baby boomer generation with their large 
disposable incomes. Also contains elements which are a backlash against political 
correctness. 
 Spirituality. This is not so much about the traditional religions, but more about people 
defining their morals and ethics and searching for their spiritual side.  This trend is 
associated with ethical consumerism, one of the biggest market phenomena of recent 
times. 
 Every Second Counts. This trend refers to the time-squeezed nature of people’s lives. 
It is based around the idea of ‘time being the new money’. Today people are often 
more worried about how much time they have than how much money and they hate to 
waste time. 
 Tribalism. Tribalism is about the search for an identity as part of a group. This could 
be a national, religious or ethnic identity or it could be about membership of a social 
group or a group with a particular philosophy or set of beliefs. 
 Fear. Since 9/11 this is, in part, a fear of terrorism. However, there has also been, and 
continues to be, a mistrust and cynicism with respect to governments and big 
corporations. There is also a fear of new technology among some sections of the 
population, especially older people. 
 Staying Alive. This is about the population getting older and also about people’s desire 
to live a full and active life for the whole of their lives. The over 55s have 80% of the 
wealth in the most developed societies and are hugely important in the marketplace. 
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 Individuality. This trend is driven by the desire to stand out from the crowd. Society 
has become increasingly consumerist and people are demanding more and more 
choices. Markets have become increasingly segmented, making it harder for 
companies to offer ‘one-size-fits-all’ offers and solutions. 
 
It is evident that these trends have a significant impact on attitudes and emotions.  The 
following table shows how the Lifestyle trends could identify themselves with regards to  
the design of chairs. 
 
Feminisation By recognising the changing roles of women and new ideals of 
femininity, designers could design chairs which appeal to 
professional, progressive thinking women. A group with 
increasing spending power.  
Hedonism Although the recent recession has affected peoples spending power 
desire for opulence and excitement. There are various companies w
high quality, luxuriously chairs, which offer extravagance and an es
success of these companies is based on the fact that many people ar
for such hedonism. 
 
Spirituality 
Consumers are increasingly looking for products which meet their 
spiritual needs and define their morals and ethics.   Chairs which 
have been made using environmentally sustainable materials and 
methods can help meet those needs. 
Every Second 
Counts 
Lifestyles are becoming increasingly busy, therefore people need 
efficiency.  Chairs need to be easy to use and help fulfil specific 
needs simply.  For example, people do not want to waste time 
trying to work how to change the position of a chair, the chair 
needs to articulate this to the user, through its design. 
Tribalism Integrating a brand or identity into the design of chairs creates a 
sense of association. As like minded consumers will purchase the 
chairs, community’s can be formed around them.  Enabling 
consumers to belong to certain groups.  For example adorning 
your home with elite branded chairs is like belonging to an 
exclusive group. 
 
Fear At a time when people increasingly mistrust large corporations, 
consumers need to feel safe with what they are purchasing. If 
companies were to create the best possible chairs through 
dedication and integrity a bond of trust between them and the 
customers can be developed. 
Staying alive As people are living longer, and the over 55s have most of the 
wealth in the most developed societies.  It maybe a consideration 
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to design chairs which can be adapted as we age, so our chairs 
mature with us.  For example there are some chairs on the market 
which help to push the user out of the chair.  By incorporating 
such features into normal contemporary chairs, may help aid the 
user in later life. 
Individuality Some furniture companies offer various different sofas in an array 
of different colours and materials. Allowing the consumer to 
create their own sofa and giving them some capacity for 
individualism.  This concept could be developed to allow the 
consumer to get more involved with the design of their chairs 
earlier in the process. The more choices they are able to make the 
more chances they have of creating an almost bespoke chair 
exactly to their taste. 
 
Table 5:  Jordan’s Lifestyle Trends in relation to Chairs. 
 
 
6.9 Experience 
 
The necessity for understanding emotions and experiences is escalating, as a consequence of 
people become increasingly perceptive to the scope of product design.  Consumers are more 
knowledgeable and assertive, as to their wants and needs, making them far more demanding.  
Unfortunately designers have an insufficient amount of understanding and knowledge with 
regards to emotions within design.  
A useful approach to emotion and experience which helps assists designers understanding is 
that of Forlizzi, Disalvo and Hanington, (2003).  There are three fundamental fields at the 
core of their work which are; philosophy, cognitive science and social science. Forlizzi, 
Disalvo and Hanington have taken information from across the three fields and have 
attempted to amalgamate it into one structure, in the hope of supporting designers to gain a 
more in-depth understanding of emotional experiences and the innovative prospects for 
design that come with such understandings. 
The theory of ‘experience centred on expressive objects’; by Dewey is possibly the most 
significant within the whole of the design industry, because it is about how expressive objects 
are experienced and not about aesthetics. Dewey believes that an emotion is an influential 
attribute that assists in forming an experience. “The emotional attribute of an experience is 
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the product of an experience made up of many emotions transitioning and transforming from 
one another.  It is not reliant on experiencing any one emotion” (Forlizzi, Disalvo and 
Hanington, 2003) 
It is unfeasible to distinguish solitary emotions within an experience for it is not an accurate 
account of the emotional value of the experience believes Dewey, over time the emotional 
value of the experience is a combined emulation on the experience which gives an accurate 
account.  In the same way Dewey uses this case with regards to the expressive object.  No 
one solitary factor (for example, form, and colour of material) can be accredited to evoking a 
particular emotional reaction in an expressive object.  An object only is actively expressive 
when the formal factors of the object collaborate to serve as a channel for an emotion. 
There is no prospect of distinguishing any individual instance of time or individual factor 
accountable for an emotional experience. The relationship between the individual and the 
environment in which it is happening is responsible for an emotional experience, how people 
interact with objects within their environment contributes towards forming part of their 
emotional experience, as illustrated in above framework. According to Forlizzi et al, “Such 
objects can serve as motivation for new experiences, extenders for present experiences and 
proxies for experiences in the past” (Forlizzi, Disalvo and Hanington, 2003).   
The various characteristics of each object all add to creating a more meaningful emotional 
experience. Research has shown that we cannot engineer an actual experience, or design 
products to evoke specific emotional experiences, however we can craft “the circumstances 
and levers that may generate an anticipated experience” (Forlizzi and Ford, 2000).  Dewey, 
Carlson and Csikszentmihalyi maintain that it may be possible to design innovative products 
that meaningfully influence emotional experiences by gaining a thorough understanding of 
the environment in which an emotional experience manifests itself and how objects work as 
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meaningful levers within the environment. It is hoped that the frame work will aid designers 
to pioneer inspirational methods of contributing towards emotional experiences. 
Design and emotion is currently high on the agenda of many fields, which leads many to 
think it is a new topic.  However for those within the field of design understand that “design 
has always been involved with and had a connection to our emotional experiences it is a 
productive art that forms, plans and creates our environment” (Forlizzi, Disalvo and 
Hanington, 2003).  Regardless of this, the emotional experiences and relationships we build 
with our products and the environment currently seems to be the fundamental core area of 
research within design, which should be fully embraced in order to take full advantage of the 
opportunity of pushing forward the boundaries of design. 
Relating fields such as sciences and social sciences have also identified the importance of 
emotion in our day to day lives and seem to be focusing much of their research on it.  This all 
contributes to giving the design industry the chance of using new inspirational ways to 
demonstrate the theories of emotion and design, illustrating the significance of emotions 
within the design of the products we interact with. 
The field of design needs to build ways of developing the product experience, so that they are 
more meaningful and connect with the user at a much deeper level, offering the user pleasure 
through interaction with the product.  To enable designers to fulfil such a concept the subject 
of emotion and design requires a lot more understanding, “the most difficult test is the 
conversion of the many assorted philosophies of emotion and experience into frameworks 
that exceed the ideological and methodological limitations of disciplines they are derived 
from so that they can be appointed in the practice of design” (Forlizzi, Disalvo and 
Hanington, 2003). 
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6.10 Dream Economy 
 
Understanding people holistically has never been more essential than it is today.  Deriving 
from eras of the ‘commodity economy’, the ‘manufacturing economy’, the ‘service and the 
information economy’ we have now progressed into the ‘dream economy’.  This is an 
economy which is about meetings people’s hopes, dreams and aspirations, and about giving 
them positive emotional experiences as well as meeting their functional needs.  Consumers 
are evolving; they want their needs to be met at a higher level.  
This reiterates Maslow’s hierarchy of human needs and Jordan’s adaptation of it, once 
people’s needs lower down the hierarchy have been met, they move their attentions to the 
next level.  Today’s society demand functionality, and good usability, so they look to have 
their higher needs met. 
People now want products that give them pleasure, enhance their lives and their self image, 
they want to express their attitudes, lifestyles and aspirations and their values through their 
products.  To do this it is necessary to gain an in-depth, holistic understanding of people, to 
meet their needs and desires at a much deeper level as they require. 
As our society progresses from one economic era into next, consumer requirements 
associated with the previous eras are ongoing, consumers still have those demands of each 
previous era, but with each new era come new demands, layered on top of the last one.  Each 
era is of equal importance and has different key factors to their success; however the current 
era is perhaps the most influential when considering consumer expectations and approaches 
and often establishes the precedent for achievement in the other markets.  The fundamental 
factor to success in the Dream Economy is to understand people.  “We need to know what is 
important to people their dreams, their lifestyles and their aspirations, to enable us to connect 
with them” (Jordan, 2007). 
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For companies’ to succeed in the Dream Economy the strategy is for them to provide 
products and services which have good levels of functionality and superior levels of service, 
but also  equally important is for them to provide enhancement to consumers lives, by 
connecting with their value at a deeper level. 
It is probable that in a consumerist society, people will increasingly define themselves by the 
purchases they make.  Therefore if the companies provide the consumers with self 
enhancement, it is likely they will develop a positive feeling towards the brand.  The success 
of this is not just down to good product design its self, it is concerned with a company 
represents itself, its values, behaviour and the way in which it interconnects. 
The case studies show that when companies successfully achieve all of these things their 
success is at its strongest.  Understanding people is the most significant factor for success in 
The Dream Economy.  The Four Pleasures Frame work provides a structured approach in 
understanding people holistically, physically, emotionally as well as understanding their 
hopes, dreams and fears. 
“Only by understanding the behaviours, attitudes and lifestyles that are prevalent in society 
both now and in the future can we create a design and marketing strategy that is relevant, 
which will enable us to create products which connect with the user” (Jordan, 2007).  Jordan's 
Lifestyle trends give a strong indication of the factors that will influence this generations 
society, and possibly the one afters that.  A holistic understanding of people and their needs 
enables us to create products that work well, are easy and enjoyable to use and are a pleasure 
to own. 
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6.11 Emotional-Bonding, Comfort, Domain, Experience, Factors, Needs, 
Process, Response, Types. 
 
Emotional bonding is building an in depth connection to another human or to an object. In 
terms of people, bonding is a natural human instinct, whereby we feel an emotional 
connection with another person, such that our identities are connected together.  Emotional 
bonds differ; we have close friends, family, associates, and strong relationships.  How much 
of an emotional bond we feel to different people changes accordingly.  In much the same 
way humans develop an emotional bond with others, they also build emotional bonds with 
objects, for the purpose of this study the focus is on the emotional bond between a user and 
chair. The time involved to form a bond with a chair is proportional to the depth of 
experience you share with that chair.  Depth of experience refers to the total experience the 
chair gives to the user, this may be how it feels to touch, how it smells, looks, how it makes 
you feel,  if its’ comfy etc..  It is the ‘depth of experience’, not simply ‘time spent’ with the 
chair that is the most critical factor to strong emotional ties.   
It is important that we understand that it is not just any one factor but it is about all the 
factors that make up the overall experience someone has when they are with the chair.  It is 
about maximizing their depth of experience during the time they spend with the chair. 
The factors that form this experience are both external and internal ones. For example 
internally their mood or state of mind is of consideration, whether they are angry, excited, 
apprehensive, focused, erratic or relaxed or a combination of many states disrupts or adds to 
this process.  The chair may stimulate memories or thoughts you associate with it, which may 
induce changes in the state of mind.  External factors are the physical aspects of the chair 
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itself, such as its form, materials, and the environment which it is in, the weather, those 
around you and how the user interacts with the chair. 
Each of the many different factors both internal and external, are integral to creating an 
experience.  Only by completely immersing one’s self into the process of interacting with the 
chair can the user gain an actual experience with it. If the user’s response to the chair is 
positive and it fulfils the needs of the users, they enjoy interacting with it and it induces 
pleasing feelings to them, the overall experience with the chair will be pleasurable and the 
experience may grow into a positive emotional relationship.  If the user feels an ongoing 
pleasure from interacting with the chair, the user will build up an emotional attachment to it.  
The chair may be a functional object to the user but it can also become so much more.  It can 
become full of meaning to the user to the point that even if it has seen better days and is no 
longer in good condition or maybe even cannot be used; such is the attachment and the bond 
that the user cannot bear to part with it. 
That is not because it is a chair; it is because it has taken on a more meaningful identity to the 
user, one that the user is in some sort of relationship with.  Of course this attachment and 
emotional bond can be formed with almost any object, but due to the nature of the chair, 
because we are so personal with it and because of the symbolic meaning chairs have to us, 
particularly to westerners attachment to chairs can be very special and extremely strong, 
which makes it an interesting relationship to understand. 
Comfort 
One factor which has a significant influence upon the experience the user has with the chair is 
the concept of ‘comfort’.  To help users get maximum comfort from chairs, ergonomists 
within design, strive to decrease discomfort to the user.  To do this, human factors was 
applied in design, it was then deduced by designers that the lack of discomfort translated to 
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them designing comfortable products.  “Researchers have attempted to calculate ‘what people 
think is comfortable’, but obviously this varies enormously.  But surely comfort comprises of 
more than just the absence of discomfort (Cranz, 1998).  More importantly it was found by 
researchers that “people seem to respond more to their ideas about comfort than their actual 
physical experience with it” (Cranz, 1998).  However research has identified significant 
findings with regards to ‘comfort’ and discomfort’.  “Designing with comfort as a key focal 
point requires a method which investigates (comfort) expectations and emotional aspects as 
well” (Eikelenberg, Kalisvaart, Zande, et al, 2004).  It was identified by Helander and Zhang 
in 1997 that in the instance of chairs, the concepts of discomfort and comfort are entirely 
different. 
 Discomfort is interrelated with (only) physical factors 
 Comfort is linked to well being and relates to cognitive, emotional factors, as well as 
physical ones. 
As consumers have evolved and they have become accustomed to not feeling discomfort in 
products, it is no longer accepted.  Due to years of consuming products which do not give 
them discomfort, (therefore offers comfort), consumers now require superior levels of 
comfort, in the physical sense as well as the emotional sense, so the topic of comfort has 
become of increasing importance in the market place.  Designers are faced with the challenge 
of increasing expected comfort levels, reactions such as ‘it’s not uncomfortable, its suitable’ 
are no longer accepted, consumers want to feel overcome with the feeling of comfort, for 
them to actually notice the extreme comfort levels, with reactions such as ‘wow this feels 
great.’ 
In a quest to gain an understanding of which factors are influential in attaining comfort and 
fulfilment in products, (Eikelenberg, Kalisvaart, Zande, et al, 2004) uses the following points: 
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 We use Helander and Zhangs definition of ‘Comfort’ where comfort is a function of 
physical comfort (human factors) and emotional experience.  Discomfort we define as 
the absence of physical comfort. 
 Because of the evolution of the meaning of comfort from purely physical to the 
Helander and Zhang definition, we avoided the term comfort in the cognitive model. 
 Emotional and physical expectation (before purchase) and actual emotional and 
physical sensations (during use) determine consumer satisfaction, for example, a user 
might buy a chair that looks comfortable but upon use, he discovers the smooth 
material constantly lets him slide forward.  The user is not satisfied. 
 Comfort is always appreciated in comparison with an individual standard expected 
level of comfort and satisfaction. 
By using the framework, TNO Industrial technology developers were given assignments 
involving various products.  The objective was to gain an understanding of which aspects 
were most important, in relation to comfort, and fulfilling consumer’s satisfaction and what 
factors could help improve comfort levels. 
The conclusion of the study acknowledged that “to make comfort and the fulfilment features 
of product design more controllable, the DfCCs (Design for comfort and consumer 
satisfaction) design procedures require more precise and the fundamental factors influential 
in comfort should be more apparent” (Eikelenberg, Kalisvaart, Zande, et al,2004).   
It was stated that product developers consider comfort to include experience as well as just 
sensory issues.  It was suggested that a combined approach should be following, one which 
includes; functionality, comfort and consumer satisfaction.  “In the field of physical comfort, 
designers require scientific support, as opposed to the field of emotional experiences” 
(Eikelenberg, Kalisvaart, Zande, et al, 2004). 
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However, as quoted earlier in this section, to design with true ‘comfort’ in mind, emotional 
aspects need to be considered. “The idea of comfort has an experimental element; it can be 
regarded as being connected to our emotions” (Desmet and Hekkert, 1998). 
Perhaps the only factual scientific validation towards comfort which can be given at this point 
is that; with the application of ergonomics and human factors it is possible to remove or 
decrease the feeling of discomfort.  Feelings beyond that, such as extreme comfort, are 
extremely difficult to quantify especially in a scientific manner.  In the same way designers 
find it difficult to measure the pleasures induced by products, it is also difficult to measure 
the levels of comfort a product induces.  Comfort has an association with emotion because 
the state we are in depends on our levels of comfort. 
Many different trials and tools are being developed to help understand this, many involving a 
less scientific approach and more holistic approach because there are so many factors 
involved and the traditional concept of a proto-type is not adequate in assessing emotional 
pleasures (see Methodologies/Tools Chapter 4). 
Various researches find that the primary antecedent feelings of satisfaction are the prevention 
of emotions of confidence and security provided by utilitarian benefits, whereas the primary 
antecedent feelings of delight are the promotion emotions of cheerfulness and excitement 
provided by hedonic benefits. 
Finally “While Jordan defined pleasure with products as the emotional and hedonic benefits 
associated with product use, Coelho and Dahlman also noted that displeasure is the emotional 
and hedonic penalties associated with product use.  This argument makes an interesting point. 
Could it be that to understand pleasure, we also need to understand displeasure? Helander and 
Zhang observed that in understanding comfort there is little we can learn from discomfort; 
they are two different dimensions. Just as discomfort, displeasure operates like a design 
constraint – we know what to avoid – but it does not mean that we understand how to design 
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a pleasurable product.  Take the example of a chair design. Chair comfort has to do with 
feeling relaxed, while chair discomfort has to do with poor biomechanics. Fixing the poor 
biomechanics and getting rid of displeasure does not automatically generate a sense of 
relaxation and pleasure.  The two entities should be measured on different scales.  With 
increasing experience the repertoire for emotions becomes larger.  In fact, some researchers 
think that only the startle reflex is innate and most emotions are learned over time” (Khalid 
and Helander, 2006, p197). 
 
6.12 Examples of Furniture That Stimulate Emotions of Various Sorts 
 
The Italian chair manufacturer Bonaldo certainly knows how to stimulate the emotions when 
talking about their chairs: 
Create an emotional rapport with the object based on the evocative power of forms 
and colours. Because living is an art and its linguistic code is that of the design 
culture.  A free and creative use of materials, filled with sensorial hints for the sensory 
systems, above all sight and touch.  Because Bonaldo’s items are objects for watching 
and touching and are designed to enter our daily world. 
Items of furniture that are manifestations of design and emotion for a domestic 
landscape with various connotations of form and lines.  Since 1936 the Bonaldo 
production range has offered creative and sophisticated quality items that express a 
profound sense of an experience whose memory they retain in full. (Bonaldo 
Catalogue 2007)  
 
Underneath the hype the company are tapping into a rich seam of design thinking that the 
marketing profession are fully aware of.  
181 
 
As can be seen in section 8 of this thesis, it was found that consumers now want several 
different requirements to be fulfilled, all at once and without compromise to the other; they 
require comfort, style, emotional nourishment and ecological consciousness. All of which this 
chair delivers boundlessly.  This chair is a work of art, but an extremely comfy, beautiful 
work of art.  The craftsmanship of this chair is stunning, one which has to be admired even if 
the style is not to your taste.  However this chair has proven beyond doubt that it has stood 
the test of time, over 50 years after it was designed it is still perceived as contemporary and 
iconic.  It is astounding to think this chair appears to be more modern than many which are 
designed today. Eames said his aim for the chair was the "warm, receptive look of a well-
used first baseman's mitt" (hermanmiller.com). 
This chair obviously facilitates its function excellently and also comfortably, and the use of 
wood offers the suggestion that it is produced ecologically, that combined with its admiring 
craftsmanship and simple effortless form is enough to deeply seduce most users. And once 
seduced, by interacting with the chair the user engages into a relationship with the chair.  
Each time the user curls up in the chair, smells the leather and the feels the softness of the 
arms the emotional connection intensifies and the user becomes more and more attached,  
until it becomes a treasured item, which may be passed down to other members of the family. 
An the emotional process will begin again, only this time it will also hold a lot more personal 
meaning, due to it being a family heirloom.  In essence it is my opinion that Eames could not 
have made this chair any more emotionally appealing if he had tried.  This is without doubt a 
perfect example of chair which offers to fulfil most if not all consumer demands and one 
which we really need to learn from, given the current climate and expectations of consumers. 
Many other Eames’ designs fit the same patterns, The Eames Plywood Chairs (1945), Eames 
Plastic Arm and Side Chairs (1950) Wire Mesh Chairs (1951) Aluminum Group (1958) and 
Eames Tandem Seating originally designed for the Chicago O’Hare and Dulles International 
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Airports are all still in production today. All of these products resonate with their users” 
(www.design-emotion.com) 
 
 Chapter 7. Chair study 
 
 
7.1 Introduction 
 
 
This chapter of the thesis discusses the practical chair study which was carried out, with the 
objective of understanding the significance of emotions in the design and consumption of 
chairs.  It was imperative that the correct chair types were selected for the trial, this chapter 
explains why specific chair types were chosen and the importance of the environment in 
which the trial took place. 
Findings from the exploratory practical trial are analysed in this chapter, exploring how 
participants initially perceived different chair types, if specific chairs or their characteristics 
evoked pleasures to the user, and if so, which types of pleasures. 
Due to limited time and the number of participants involved in this trial a separate written 
trial was carried out.  This was to validate the findings of the practical trial, but to also to 
provide reinforcement should it be required.  The practical trial produced some significant 
findings, therefore it was the focus of the study, however to substantiate the findings and also 
highlight some variances a comparative study was carried out as discussed in 7.6 of this 
chapter. 
 
7.2 Process 
 
The initial stage of the trial process was to establish which chair types where suitable for  
the trial. This graph shows the process to select suitable chairs for the practical trial. 
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Figure 35:  Chair Selection Process. 
 
 
Buyers’ perspective 
Although the research was directed towards consumer attitudes, it was felt necessary to 
consider the role of the retailer in establishing attitudes to chair design.   
The reason being, that retail shops/catalogues are one of the major sources of design ideas for 
consumers. 
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Using various methods of research, the following questionnaire was constructed to send out 
to buyers of furniture, to gain an understanding of what they considered important to them 
when choosing furniture to sell in their stores: 
 
 
Questionnaire 
 
Please answer the following, when selecting a (comfy chair) to sell in your shop; 
 
1.    Which ranges of furniture are you responsible for selecting? 
 
 Please tick each category 
Chairs  
Tables  
Shelving  
Sofas  
Accessories  
Dining furniture  
Other, please specify  
 
 
 
 
2.    When considering a product, how important do you consider each of the following 
factors? 
 
Please give a rating from 1 – 10 (10 = extremely important) for each. 
 
Factor Rating 1-10 
 Cost                                                            
 Trend  
 Likeness to famous designs  
 Materials  
 Environmentally friendly  
 Materials  
 Manufacturing process  
 Ergonomics  
 Comfort  
 Functionality  
 Colour  
 Tactility  
 Form  
 Style  
 Association with other products  
 Fulfilling customer needs  
 Other, please specify  
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3.    How influenced is your selection process by each of the following? 
 
Please give a rating from 1 – 10 (10 = extremely influenced) for each. 
 
Factor 1-10 rating 
 The age of the targeted consumer.  
 The gender of the targeted 
consumer. 
 
 The culture of the targeted 
consumer. 
 
 The demands and wants of the 
targeted consumer. 
 
 The marketability of the product.  
 How the product fits into the 
furniture market. 
 
 Does the product enable the 
consumer to buy into a lifestyle or 
experience? 
 
 How innovative the product is.  
 How successful the product will be 
with other products your company 
offer. 
 
 The image the product portrays to 
others. 
 
 
 
 
Functionality / Usability 
 
4.    When considering a product, how important do you consider each of the following? 
 
Please give a rating from 1 – 10 (10 = extremely important) for each. 
 
Factor Rating 1-10 
 The product must fulfil its desired 
function. 
 
 The product must offer more than 
just functionality. 
 
 The product must offer the 
maximum available functionality. 
 
 The product must be simple and 
easy to use. 
 
 The product must offer satisfaction 
to the consumer through interaction.
 
 The product must be of good 
quality therefore may last for a long 
period of time. 
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Consumer Satisfaction 
 
5.    How important are each of the following, in your selection process; 
 
Please give a rating from 1 – 10 (10 = extremely important) for each. 
 
Factor Rating 1-10 
 The product must be pleasing for the 
consumer to use. 
 
 The product must be pleasing for the 
consumer to look at. 
 
 The product demonstrates success to 
others. 
 
 The product offers comfort and 
security. 
 
 The product is pleasing to use.  
 The product evokes pleasure to the 
user. 
 
 The product gives the consumer 
moral satisfaction; e.g. 
environmentally friendly. 
 
 
 
6.    Is it possible to identify what features consumers are drawn to?  YES/NO 
 
 If so, what do you consider them to be? 
 
 
 
 
Any additional information you can offer me will be gratefully appreciated, many thanks for 
taking the time to complete this questionnaire. 
 
 
The purpose of the questionnaire is to establish why buyers select the chairs they do and to 
understand which factors are of most importance to them.  The aim of this is to identify what 
features the buyers believe mostly attracts consumer’s attention.  This information will be 
used to help determine which categories are necessary, and which chair will be selected for 
each, in order to carry out the practical trial.  
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Over 40 questionnaires were sent and emailed to various furniture buyers.  They were sent to 
buyers of all types of furniture i.e. high cost, high quality, traditional, contemporary, 
specialists, small shops, large shops, in an attempt to cover the whole range which is offered 
to the public.   14 questionnaires were completed and returned, therefore although the data 
has been analyzed it may only be an indication as to why buyers make the decisions they do. 
However from the data obtained it was possible to identify that the most important factor to 
buyers when selecting chairs, is meeting the demands of their targeted consumer.  This is not 
surprising as retailers generally see that their role is to satisfy customers, not to educate them.  
Indeed they also recognise they are in a ‘fashion’ business, so to enable them to meet such 
demands, they believed factors such as colour, style and materials were of most importance.  
Ergonomics, cost and even comfort were considered to be of least importance. 
It was also important to most buyers for a product to fulfil its desired function; however all of 
the buyers that participated agreed that the least important factor was to offer satisfaction to 
the consumer through interaction with the product.  This strongly suggests that the buyers 
involved view products as objects to just fulfil functional consumer requirements.  This was 
reiterated by the fact that they believed moral satisfaction, e.g. environmental issues were 
considered to be one of the least important factors when selecting chairs.  This could imply 
that they do not comprehend that emotional connections exist or might be developed between 
chair and user.  Or perhaps they do and they realise it is not in their interest to push emotional 
development and attachment, because as buyers their business is about high turnover and 
profit, therefore aesthetics and cost being their prime motivators in purchasing decisions.   
Mintel retail trade reports show that purchasing has continued at a steady rate, indicating that 
most furniture is most likely to be purchased to replace or add to existing products.  
“Consequently, furniture retailers have the task of encouraging people to buy furniture for 
reasons other than functionality” (Mintel, 2004).  Indeed, this is one of the clear conclusions 
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of this study.  The report declares how this illustrates the significance of style and fashion in 
the furniture market.  Which reiterates the importance of The Hierarchy of Consumers Needs, 
by Patrick Jordan, once functionality and usability have been satisfied, consumers strive for 
pleasurability.  The types of pleasures consumers are seeking can be consolidated by using 
the Four Pleasure frame work, by Tiger, this differentiates between the four types, which 
allows us to understand style and fashion as a social pleasure.  The Four Pleasure frame work 
is discussed in detail in Section 6.7 of this thesis.   
The information obtained from the questionnaires was somewhat limited, mainly due to 
buyer’s decisions being motivated by high profit making products.  However it did provide 
some useful information towards selection the categories of actual chairs to be used in the 
trial. 
 
7.3 Identification of Categories 
 
Research has shown that there is a full and varied spectrum of furniture being offered to the 
consumer, (even when focusing on comfy chairs alone)  therefore it has been necessary to 
devise categories, to ensure the most significant areas of the furniture spectrum are 
interpreted, to enable the study to provide an accurate representation.  Using the above 
research and the four pleasure frame work, it has been possible to identify five categories, 
each of which encapsulates at least one of the four different types of pleasures.   
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The categories chosen are: 
 Heirloom/ Antique                           Socio 
 Designer Classic                              Socio /   Ideo 
 Traditional and comfy                     Physio 
 Contemporary and affordable         Socio 
 Environmentally friendly                Ideo 
 
The next stage was to identify what type of chair epitomised each category, it was crucial to 
select the correct chair, to enable the participants to clearly perceive each category.  Through 
in-depth research into the many different types of chairs the process was narrowed down until 
one chair for each category was selected. 
 
Heirloom/ Antique  
This chair type is, old and traditional, perhaps an antique.  It has the ability to tap in to ones 
memories and induce people to be sentimental.  This chair is about nostalgia and feeling a 
deep connection to it maybe because it was passed down through the generations, this chair 
would induce socio pleasures in the user. 
 
                                                                         
 
Figure 36:  Examples of Heirlom/ Antique Chairs. 
 
Designer Classic 
This chair type epitomizes design; it would be minimalistic, symbolic and extremely 
expressive. It would portray success, style and design to others, making the user feel proud to 
own such a chair. This chair would induce socio and ideo pleasures.               
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Figure 37:  Examples of Designer Classic Chairs. 
 
Traditional and comfy 
This chair is about comfort, it would induce feelings of relaxation and comfort to the user, 
and it would allow the user to feel cocooned and secure. This chair would evoke physio 
pleasures to the user.  
              
Figure 38:  Examples of Traditional and Comfy Chairs. 
 
Contemporary and Affordable 
This chair type is a modern, yet at an affordable cost.  The chair would induce the user to feel 
stylish and content and should induce socio pleasures to the user. 
                                                                                           
Figure 39:  Examples of Contemporary and Affordable Chairs. 
 
Environmentally Friendly 
This chair is about sustainable design, to offer moral satisfaction to the user. The user should 
feel happy and contented that they are contributing to lessening the carbon foot print.  This 
chair should evoke ideo pleasures to the user. 
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Figure 40:  Example of Environmentally Friendly Chairs. 
 
 
7.4 Trial Conditions  
 
Once the chair type had been chosen, the trial conditions had to be planned.  Due to the 
delicate nature of the information trying to be obtained from the trial it was very important to 
have a controlled environment in which each category was segregated, yet each shared 
exactly the same conditions.  Any variant such as lighting, temperature and sound could 
influence the participant’s feelings towards the chair.  Each area displayed chair images and 
fabric swatches relating to the chair type.  This was to give clarity to the participants, helping 
them to become acquainted with the concept of each category, allowing them to make more 
informed choices as to why they differentiate one from another. 
 
The following shows the sets for each of the chair categories; 
 
                  The Heirloom chair                               The Designer classic chair 
                                      
                 The traditional and comfy chair            The contemporary affordable chair 
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               The environmentally friendly chair 
                                                        
Figure 41:  Set for each Chair Category. 
 
Participants 
To carry out the trial it was necessary to carefully select participants following the guide for 
ethical clearance.  
In order of creating a clearer picture as possible and covering the full spectrum of participants 
ages within ethical clearance, it has been necessary to devise the following ages groups, four 
participants from each were be selected, two males and two females from varied social and 
economic backgrounds; 
 18 – 25 
 26 – 35 
 36 – 45 
 46 - 55 
 56 – 65 
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The presentation order in which the participants interact with each chair is very significant.  
For example, all participants following the same pattern may lead to inconclusive results. If 
the first chair is significantly more comfy or stylish than the second, participants may sub-
consciously rate the second chair unjustly poorly. Participants may even try to draw some 
conclusions to the order; they may believe there is a certain order to the presentation of 
chairs.  For this trial there are over one hundred possible presentation orders, due to the 
numbers involved it is obviously impossible to follow all of them, therefore the presentation 
order will be completely random to counteract any such possible occurrences. 
Due to the extensive information gained from the two trials, the results from both the 
practical trial and the written trial results can be found in the Appendix, in section 9.4. 
 
The following sections consist of  
 Analysis from the practical trial 
 Comparison study of the two trials 
 
 
7.5 Practical Trial Analysis 
 
The results of the exploratory practical trial have been evaluated, and to help give clarity to 
the results, and condense some of the wide variety of responses, it has been necessary to 
combine the results of the categories (very important and fairly important) and categories 
(slightly important and not important at all).  
The initial section of the questionnaire was structured to gain an understanding of how the 
participants viewed design, generally in everyday life.  Prior to being asked to sit on each 
chair, participants were asked about issues such as; 
 design 
 sustainability of our environment  
 gaining enjoyment from products 
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 function 
 style and appearance  
 cost  
 practicalities  
 
65% of participants felt design in everyday life was (very or fairly important) to them. Yet 
when asked to rank against the other factors, design came after function and cost and on a par 
with practicalities. 
 
75% of participants felt that the sustainability of the environment was also (very or fairly 
important) to them. Yet when this was ranked against the other factors, no one rated it as the 
most important, in fact 30% ranked it as the least important factor. 
45%
10%25%
5%
10% 5% 0%
Function
Cost
Design
Practicalities
Style
Enjoyment
Environment
 
Figure 42:  Pie Chart, showing the percentage of participants that rated each of the factors first. 
 
The pie chart shows the percentage of participants that rated each of the factors first, in order 
of importance. In isolation the environment was of great importance to the participants, 
however when compared to the other factors, it was not a significant issue for concern. 
Overall participants considered function to be the most important factor in everyday life and 
the environment to be the least important.  This is an alarming finding, given the current state 
of the planet.  This indicates that whilst the participants do have genuine concerns about the 
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environment they are not prepared to put this concern before issues such as function, cost and 
style.  In order for environmental issues to be seriously addressed, it seems apparent that 
objects need to be designed with environmental consciousness, whilst at the same time not 
allowing it to effect or weaken any of the other factors such as; function, cost and style.   This 
substantiates Jordan’s Hierarchy of Consumer Needs, as seen in 5.6.  The model proposes 
that in order for the user to gain pleasure from a product, a suitable level of functionality and 
usability must be fulfilled.  Therefore in order for consumers to consider gaining pleasures 
such as moral satisfaction due to product being environmentally friendly, their instinctive 
functional needs have to be initially satisfied, only then will they consider the other issues to 
be of importance. 
To gain an insight of how important the emotional and physical attributes of chairs are when 
purchasing them, participants were asked to rate a series of statements.  The following table 
shows the aggregated order of importance the participants felt each statement was: 
 
1st It fulfils its desired function. 
2nd Its shape gives a sense of relaxation and security when interacting with 
it. 
3rd Its’ easy to use. 
4th Its environmentally friendly 
5th It provides pleasure and satisfaction through using it 
Equal 
6th 
It contributes to the stylization of your home 
Equal 
6th 
It makes a statement about you and your lifestyle 
Equal Its physically nice to touch 
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6th 
7th Its form is beautiful to look at, in its own right regardless of how 
functional it is 
8th It expresses some of your beliefs and aspirations to others 
9th It provides a sense of satisfaction due to how and where it was 
manufactured 
 
Table 6:  Aggregated order of the importance of each statement. 
 
This table clearly shows that the most important objective for participants when buying a 
chair is for it to fulfil its practical function.  If this is the case then the results of the trial 
should clearly show that the most functional chair is the chair type that most participants 
would choose to purchase?  Although there is one fundamental factor which has not yet been 
addressed ‘emotions’.  So far the participants have rated the statements without actually 
physically interacting with any of the chairs, therefore it was expected that their responses 
would be based on practicalities and be completely un-emotional at this stage.  Once their 
senses have been indulged it is suspected that the outcome may be very different and their 
responses will be influenced by the emotions they feel. 
In the next stage participants were asked to sit and interact with a series of chairs, each one 
representing one of the devised categories; 
 Heirloom/ Antique 
 Designer Classic 
 Traditional and Comfy 
 Contemporary and Affordable 
 Environmentally friendly 
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Whilst interacting with each chair participants were asked the same series of questions for 
each chair.  In order of gaining an understanding of which attributes participants were most 
attracted to, it was necessary to compare each factor across each category of chair.  
 
Initial Considerations 
The results showed that that Designer classic chair was considered very stylish by the highest 
percentage of participants, yet was one of the chairs people felt they could be the least proud 
of.   
                                                     
Figure 43:   Designer Classic Chair. 
 
The Heirloom chair was considered one of the least stylish, yet had one of the highest 
percentages for people feeling very proud to have it in their home.  From this it can be 
deduced that a chair which is considered to be stylish and iconic does not necessarily make 
one proud to have in the home.  Of course, there are many other variables in chair selection, 
not least the interior it will be used in, but the results might explain why ‘designer’ furniture 
is still a small market. 
 
The comfort levels seem to be directly reflective of how much the chair allows one to relax 
and unwind; indicating that being able to relax and unwind in a chair equates to comfort.  
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High percentages of participants agreed that the heirloom/antique and the traditional/comfy 
chairs allowed them to relax and unwind, and both were given amongst the highest 
percentages for their comfort levels.  The following photos demonstrate how the traditional 
comfy chair seemed to enable participants to relax and feel free to sit less formally. 
                                                        
Figure 44:  Participant relaxing in the Traditional Comfy Chair.     
 
A very low percentage of participants felt the Designer classic allowed them to relax and 
unwind (very much). A low score was also was given for its comfort level. This chair does 
not have arm or  head rests as do the other two which scored highly, which seems to directly 
relate to how comfy and relaxing participants perceived this to be.   
 
The contemporary affordable chair was considered not to be restrictive at all by the highest 
number of participants, yet this chair offered a very similar seating position to the others. 
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Figure 45:   Contemporary Affordable Chair.  
 
Interestingly even though all participants were encouraged to use the chair freely and sit on it 
in any position they feel comfy, only one participant choose to try and sit on the chairs in 
different positions, implying that the other participants do not question the traditional 
position. 
 
             
Figure 46:  Participant interacting with the chairs in different positions. 
 
The heirloom chair as shown below was given the highest percentages for satisfaction 
through ownership and for building an attachment too. 
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Figure 47:   The Heirloom/Antique Chair. 
 
None of the participants felt they could build any attachment to the designer classic chair; 
however 5% felt they could towards the environmentally friendly chair. Although this is 
interesting, it is not significant.  . 
                                                   
Figure 48:  The Environmentally Friendly Chair. 
 
The Heirloom/antique chair was rated by the highest number of participants for them 
retrieving pleasure from using it, and this was followed by the traditional comfy chair.  
Which once again demonstrates, that although these chairs were not rated as the most stylish 
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they were considered to be the most pleasurable to use.  This reinforces the retailer decision 
to offer ‘comfort’ i.e. function as key attributes for selection. 
  
The following discusses the analysis of each chair type individually; 
 
Heirloom/ Antique 
The heirloom/antique chair is one which is old and traditional in style, it is a chair which 
maybe pasted down through the generations as a family heirloom which each of them 
treasures.  Therefore may have shared a lot of history with the entire family, it has the ability 
to induce people to be sentimental and reminisce about past memories and experiences, and it 
was given the highest percentage for five of the eight specific factors; 
 How proud would you be to have this chair in your home? 
 How much does this chair allow you to relax and unwind? 
 How much satisfaction would you get from owning this chair? 
 How much attachment could you build to this chair? 
 How much pleasure would you get from using this chair? 
 
This chair evoked the most positive emotions in the participants.   Many said it induced   
feelings of nostalgia through using it.  Others documented how memories and feelings of the 
past involving parents and grandparents who had similar chairs were provoked.  For this 
reason many people were able to connect emotionally with this chair. One participant told a 
story how the chair took her back to her parent’s house; she explained how it recalled 
memories of her mother sitting in her special chair which was very similar.  She told of how 
her mother sadly passed away, but her sister still has the chair and they would never let it go 
because it means so much to them as it was ‘her chair’!    The fact that the chair stimulated 
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such an emotional response, in which the participant articulated the memories and meaning of 
the chair to them, demonstrates the strength of the emotions induced by the chair.   
 
This type of emotional response relates to the framework for emotional product conception in 
6.1, in which it is suggested there are two types of emotional responses: short reflexive 
emotions, and sustained and reflective responses.  The framework also proposes that only 
sustained reflective responses (mood) constitute an emotional experience.  This is 
substantiated, as the response to the chair was sustained and reflective, which formed an 
emotional experience.  Furthermore a relationship between the mothers chair and the 
daughters has been established, which is why they could never part with the chair. 
 
From this it is easy to understand why participants felt they could build attachment, obtain 
satisfaction and gain the most pleasure from this chair.  However although this chair was 
ranked as the overall highest amongst the different factors, only 10% of participants felt this 
was a chair they would actually purchase.  This signifies that the attraction and warmth 
participants felt from using the chair has been built through memories and meaning and this 
is not something which can be purchased.  However there are furniture companies such as 
Heirloom Furniture who try to replicate what Heirloom means to us, they offer furniture 
which is made entirely from hand as ‘treasured as an extraordinary antique’.  Such companies 
understand the significance of meaning within furniture and they are trying to sell something 
which is complete with meaning already in existence.  However the results of the study 
demonstrate that it is only time, relationships and shared experience which can create such 
meaning with integrity.  This should not be underestimated; a chair which holds so much 
meaning that it makes people love and treasure it, even if they don’t particularly like its style, 
is extremely powerful emotionally.  Although it is impossible to emulate such meaning, we 
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should learn from this and investigate how we can attempt to recreate it, and how we can 
design chairs which will encourage and motivate such deep emotional pleasures to the user.  
Perhaps we have to look at different ways of making the consumer fall in love with the chair, 
but we have to be able to keep that love affair alive so they treasure the chair just as they 
seem to treasure the heirloom chair. 
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The following models show actual comments from the participants when asked about the 
Heirloom/Antique chair.  
 
 
 
 
 
 
 
 
 
 
 
                                                                                              
 
 
 
. 
 
 
 
 
 
Figure 49:   Model of comments received from the Heirloom/Antique Chair. 
 
                           
 
 
 
 
                           
                                             
“Makes 
me feel 
reflectiv
”
“Sentimental 
because my dad 
had one, my sister 
still has it and she
“Something 
my 
grandmother 
“Sentimental, 
it’s the kind of 
thing my mum 
“Homely, 
instantly 
comfortable and 
“Nostalgic – due 
to its colour and 
shape I associate 
“Very 
emotional, 
cause of being 
“Sentimental, 
looks as thought 
I’ve seen it 
b f b i
“Associate it with 
grandparents, 
nostalgia, like 
what it stands for”
“Old, 
secure I 
thi k
“Would 
mean a lot 
what emotions does this 
type of chair evoke in you 
and why? 
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As can be seen from the comments, this chair holds a lot of meaning to the participants, it 
seemed to remind many of the past and parents and grandparents.            
 
 
 
 
                                  
       
                                                
  
 
 
 
 
Figure 50:  Model of likes and dislikes about the Hierloom/Antique Chair. 
 
  What specifically do  
you like or dislike  
about this chair type  
and why? 
“Don’t like 
anything 
about it”
“Wouldn’t buy one,  
but it would mean a 
lot to me if it was 
handed down to me 
 
“Its looks old, 
Id never buy 
 
“Don’t like the 
wings” 
“I really don’t like 
the dated style, but 
if it were passed 
down through the 
 
“Don’t like 
traditional 
“Don’t like it, 
its small old 
and has no 
 
“Its’ stylish, 
it’ k”
“I like it 
because it 
reminds me of 
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The comments above show that the form of this chair is not attractive to most of the 
participants, however the findings have shown that the emotional meaning the chair holds to 
individuals be far more powerful than finding the form unattractive. 
 
Designer Classic 
This ‘Barcelona’ designed  by Mies van der Rohe in 1929  is iconic, everything about it 
expresses ‘design’ it is minimalistic and beautifully made, extremely stylish even now, nearly 
seventy years after it was first made.  It portrays an image to others about the owner, it 
expresses style and successes.   Vincent Scully believes this chair “is much more that the 
greatest chairs of the twentieth century, as many people have said; it is the illustrious Platonic 
representation of chair itself.” (Scully, 1988)  
This chair was given the highest percentage for style, yet given one of the lowest percentages 
for being people being proud to have it in their home.  Indicating style does not necessarily 
make one proud.    This chair had one of the lowest percentages for allowing participants to 
relax and unwind and for its comfort levels.  Whilst interacting with it, many participants 
commented on it not having a head rest or arm rests.  Although the seat itself was spacious it 
was said by some participants to be too low.  No one felt they could build attachment to this 
chair, and very few felt they would gain satisfaction through owing it.  Only 10% are likely to 
purchase this type of chair, only the environmentally friendly chair has a lower percentage.  
5% are least likely to purchase this chair type.   The shape of this chair seems to impede 
peoples comfort levels, overall resulting in it not being a chair category  people consider to be 
particularly important, and one of them which the participants are least likely to buy, 
regardless of how stylish it was considered to be.  Again this supports Jordans model of 
consumer needs, the initial needs of function and usability were not fulfilled, as the chair did 
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not adequately support the body, therefore participants felt unlikely to gain pleasure from it 
or build attachment to it.  
 
 
 
 
 
 
 
 
 
 
 
 
 
      
 
 
 
 
 
 
Figure 51:  Model of comments received from the Designer Classic Chair. 
 
 
 
What emotions 
does this type of 
chair evoke in you 
and why? 
“Makes me 
feel happy, it’s 
a good looking 
“Not bothered 
about the design 
and I dislike the 
f l l ”
“Formal, due 
to style, 
(medical
“Free, due to its 
style and being 
generous in size, 
i f li f
 
“Retro- 
seventies, 
luxury 
“Unsettled, 
not comfy 
and don’t
“Looks good 
and feels 
comfortable in 
“Style is 
good and 
its
“Makes me 
feel happy, it’s 
a good looking 
“Makes me 
feel happy, it’s 
a good looking 
“Makes me 
feel happy, it’s 
a good looking 
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Even when asked to specifically comment on the emotions this chair evoked, most 
participants commented on the style of the chair, regardless if it was positive of negative.   
Which implies that to the participants involved, this chair is completely about style, 
regardless of how it made them feel or how comfy it was. 
From this it can be deduced that to some extent people seem to have a pre conditioned 
perception of how they view different chairs.   The form of this chair is obviously very stylish 
and minimal, and many people quickly were alerted to the fact it had no arm or neck rests, it 
is clearly not the typical chair to be found in most living rooms.  So it seemed as though the 
participants had been given enough of a suggestion this chair was stylish and not typical or 
particularly comfy.  Modernists such as Mies van der Rohe, the designer of the Barcelona, the 
chair used in the trial, “made no declaration to comfort but to honest and aesthetic 
superiority” (Cranz, 1998).  Therefore this chair has achieved what the designer wanted, this 
chair is perceived in terms of style. Which follows why most participants did not actually 
answer the 1st question about ,what emotions this chair evoked to them, instead they 
proceeded to talk about what this chair meant to them, most of which was in the context of 
style “The Barcelona has become a icon of corporate authority and refinement” (Cranz, 
1998).  This chair certainly is symbolic, however I think it is fair to say that although many of 
the participants appreciated the style of this chair and what it stood for this was not enough to 
fulfil their functional and emotional needs. 
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Figure 52:  Model of likes and dislikes about the Designer Classic Chair. 
 
What specifically 
do you like or 
dislike about this 
chair and why? 
 
“Reminds me of a 
chair in the 
doctors, don’t like 
the material or that 
“I like the 
white 
leather and
“Don’t like that 
it has no arms a 
the neck rest is 
“Looks 
lean I like 
“More suitable 
for public use, no 
arm and nothing 
b hi d h h d”
“Looks and feels 
like a dinning room 
chair, although 
would not fulfill 
“Feels nice to 
touch, nice 
design” 
 
“Like the 
chair look 
very nice”
“Too low, 
nice to 
t h
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Traditional and Comfy 
This chair is traditionally very comfortable, the type of chair one can curl up and relax, large 
and cocoons the body, inducing the user to be soothed.  It was considered to be the least 
stylish chair; it was given the lowest percentage of all of the chairs for being stylish.  It was 
also the chair that participant’s felt they would gain the least amount of satisfaction through 
owing it. Even the environmentally friendly chair made from cardboard was, given a higher 
percentage for this specific factor. The Traditional/comfy chair was jointly given the highest 
percentages for being able to relax and unwind in it, with the Heirloom chair.  The specific 
factor in which the Traditional and comfy chair excelled (far in front of any of the other 
chairs) was on comfort.   
Although as can be seen earlier in this thesis Cranz believes “all chair sitting is in fact 
damaging” She believes that the problem is caused by the fact the human body is not made to 
sit still for long periods of time.  “Consequently if people are ‘unstable’ because they 
habitually move, chairs should have the capacity for that movement.  Chairs that do not 
provide such a capacity can damage our bodies.  Therefore Cranz strongly believes that 
generally Chairs are detrimental to our health” (Cranz, 1998).  Cranz discusses in detail all 
the in reasons why she believes chairs are harmful to our bodies, she uses in-depth diagrams 
and talks about it scientifically, such as how the lumbar vertebrae forces uneven pressure on 
the pulpy discs when we sit in a C shaped stoop. However, as Cranz says the body is not 
made to sit still in any one position for a long period of time, then as intelligent human beings 
we move.  As I sit here now, in my chair, writing, I move my body as I feel appropriate, 
sometimes completely sub-consciously my body just moves into a different position.  I agree 
with Cranz naturally we do fidget.  But I fidget when I’m riding a horse, driving a car, or 
riding a bike, sleeping or sat on a chair.   
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But in a chair I have the luxury of repositioning myself, stretching or getting up.   Being able 
to freely move around on the chair or get up what I want enables my body to have the 
flexibility as Cranz says we need.  Further more if the chair really is as harmful as described, 
why have designers not created an alternative to save us all from ill health?   I do not foresee 
the structure of the humble chair changing; I also do not envisage many people wondering 
about the pressure distribution on their pulpy discs as they sit in a chair, instead people just 
move and reposition their bodies.  It seems I am not alone in the thought that the chair is not 
harmful to us, as over half of all the participants agreed this chair was very comfy, other 
chairs trailed behind by a 35% and more. This chair was given the second highest percentage 
for seating position; it was felt it was the second least restrictive and was given the second 
highest percentage for participants feeling it was a chair they would be able to build very 
much attachment too. (Heirloom/antique was given the highest percentage).   
This chair was also given the second highest percentage for participants feeling they could 
gain a lot of pleasure from it. (The heirloom was given the highest percentage).  Overall this 
chair rated very highly, it was given the second highest percentage for being the chair 
participants are most likely to purchase.  It is interesting to observe the pattern forming 
between this chair and the heirloom chair.  From the above results and in this situation, it is 
possible to deduce that style did not overcome comfort; the participants were acknowledging 
this may not have been the most stylish, but for them the comfort outweighed this point.   
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Figure 53:  Model of comments received from the Traditional Comfy Chair. 
 
This chair predominantly elicited emotions relating to comfort, even when participants were 
negative about it, they spoke in terms of discomfort levels.  None commented about the style 
of the chair at all in this section.  This may be due to it being so familiar to most people, it is 
an almost standardised item of furniture, its form is none distinctive, it neither excites nor 
 
What emotions 
does this type of 
chair evoke in you 
and why? 
“I feel 
negative, I 
feel nothing 
“Relaxed 
position” 
“Snug because 
seems to come 
all around you” 
 
“Feel blocked 
in with the 
 
“Relaxed” 
“Relaxed and 
comfortable” 
 
“Uncomfortab
le” 
“Happy its 
comfortable 
and soothing” 
 
“Content, its  
perfect to 
relaxing in”
“Relaxed because 
its comfy, but I 
wouldn’t buy it, I 
don’t like the
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disappoints.  Because of its universality and its ‘mass’ it can be sat in and the body can then 
easily adjust to meet change in the way sitting occurs, making this quite an adaptable chair 
slope. 
 
 
 
                                 
                               
                                 
 
 
 
 
 
 
 
Figure 54:  Model of likes and dislikes about the Traditional Comfy Chair. 
 
What specifically 
do you like or 
dislike about this 
chair and why? 
 
 
“Too wide and 
don’t like the 
material”
 
“I like how 
relaxing it feels 
to sit it but I
“Hard to 
clean, very 
heavy to
“Arms too 
high, and seat 
too low to sit 
“Like comfort 
levels, don’t like 
the arms as they 
“Arms are too 
big and the 
cushioning is 
“Its too 
soft, you 
“Feels nice 
to sit in and 
touch”
 
“Like how I can just 
curl up in it, it feels 
safe and cosy, this 
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None of the participants commented about the style or form of this chair positively, all 
positive comments were related to comfort.  Participants seem to accept this chair is not 
attractive, but they seem to judge it on comfort levels and to some this is far more important. 
Contemporary and Affordable 
This chair is stylish and affordable and was chosen as it was thought to fulfil the needs of 
those concerned with style at a reasonable cost.  And it seemed to do just that as it was jointly 
given the second highest percentage for being very stylish.  It was given a moderate 
percentage for allowing one to relax and unwind, and the joint second highest percentage for 
comfort levels.   Nearly half of all the participants agreed this chair was the least restrictive of 
them all; this was the only specific factor this chair was given the highest percentage for.  In 
fact this chair was given very poor percentages for; building attachment to,  gaining 
satisfaction through ownership, being proud of and through gaining pleasure through using it.  
Overall the results from the specific factor questions are fairly ineffectual other than its 
considered to be quite stylish and be the least restrictive to sit on.  However when participants 
were asked out of all of the chairs which are you most likely to purchase, the highest 
percentage was given to this chair.  This was backed up with comments such as; I like its 
shape, its affordable, its modern, good price and quality and it balances comfort and cost!   
This seems to encompass what this chair is seen to be about, balance.  Generally in each 
specific individual factor, this chair was not rated particularly highly, it was rated quite 
moderately, which implies although it satisfied each factor it did not wow participants in any 
of them.  However the appeal of this chair seems to be that it offers many things, at once all 
relatively equally balanced.  It gives; comfort, style and quality all at a reasonable cost and all 
each at to a similar level.  One participant commented that the materials gave a feeling of 
being kind to the environment.  Even though this was just a passing comment, and is not 
made specifically with consideration to the environment, its’ interesting to see how the use 
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and materials can provide a certain assumption to some.  Maybe just the impression that it is 
environmentally friendly is enough for some to satisfy their moral consciousness.   
Unlike many of the other chairs, this chair is reasonable at most things; functional, stylish, 
usable, pleasurable and affordable, appealing to everyone a little, it gives a bit of everything 
but perhaps it’s fair to say not a lot of any one specific thing!   
 
 
 
 
 
 
                                                      
 
 
 
 
 
 
Figure 55:  Model of comments received from the Contemporary Affordable Chair. 
What emotions 
does this type of 
chair evoke in you 
and why? “Relaxed 
modern design, 
not fussy” 
“Nice relaxed 
movement, 
moves with you” 
“Cant stay 
still cause of 
the rocking” 
“Comforting but in 
certain moods could 
aggravate, but then 
could be completely 
soothing at other times”
“Feels like a “doing” 
chair, i.e. reading as 
opposed to chilling 
out.  Cant envisage 
“Feels relaxing 
and comfortable 
because it rocks, 
makes you a bit
“Feel content, 
feels like a 
rocking 
“Good 
style, nice 
and open”
 
“Contentme
nt”
“Soothing 
and 
relaxing” 
“Relaxi
ng  
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This chair seemed to evoke positive emotions to most participants.  
 
 
 
 
 
                                 
 
 
                                              
 
 
 
 
 
Figure 56:  Model of likes and dislikes about the Contemporary Affordable Chair. 
 
What specifically do 
you like or dislike 
about this chair type 
and why? 
“Like 
the 
design
“Like the 
style, neutral 
colour, and 
“I like the 
movement, but 
arm rest is hard 
“Quite hard but 
like the high 
back , padded 
“Like the wood,  
and other materials, 
washable covers and 
neutral colour, 
“Like that you 
can turn in it, 
could almost 
“Like the 
 rocking 
“Supports whole 
body and  looks 
good too, would 
easily fit into my 
“Id like a 
foot rest  
“I like that with the 
wood and material, 
it looks as though it 
is environmentally 
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Participants gave a number of different reasons for liking this chair, which implies this chair 
has several attributes which induced attract them.  They do not perceive this chair as a 
specific type so much as the others, for example the traditional comfy chair was discussed 
mainly with regards to just its comfort levels.  This chair seems to incite positive emotions 
for a variety of reasons.  The connection with the ‘Swedish Modern’ tradition cannot be a 
coincidence, as IKEA are well aware of the ‘decorative’ and thoughtful tradition in design. 
Environmentally Friendly Chair 
This chair fulfils the concept of sustainable design, which is to design useful products whilst 
giving full consideration for the environment, through materials and processes used. This 
chair was chosen because it is simplistic and the rawness of the design and the material 
suggests it stands for ecological consciousness.  However interestingly this chair was jointly 
given the second highest percentage for style, although nearly half of the participants 
disagreed and thought it was not stylish at all.    Unanimously all of the participants agreed 
this chair did not allow them to relax and unwind at all and no one agreed it was very 
comfortable, although three quarters of them agreed it was not at all comfortable.  A small 
number of participants felt this chair was not at all restrictive, but again many more felt it was 
very restrictive.    The environmentally friendly chair was jointly given the second highest 
percentage for gaining satisfaction through ownership.    And a very small percentage felt 
they could build a lot of attachment to this chair.  
Once again all of the participants unanimously agreed they felt they would not gain a lot of 
pleasure through using this chair.  The overall percentages for this chair were very poor; 
participants mainly felt this was due to it not being at all comfortable, but also due to the 
design.  One comment was that "there is no way you would actually have that in your house”; 
many did not take it seriously and thought of it as a joke.  The chair may not be stylish, and is 
obviously not what people are used to, however it makes a very clear, serious statement, one 
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which most agreed with.  When asked in isolation about the environment, nearly all 
participants agreed it was of great importance to them. 
A small number of participants felt this chair was a good concept and liked what it stood for, 
they very quite enthusiastic about it being environmentally friendly and inexpensive to 
produce.  It seems if this chair maintained its sustainable design but also offered other 
features at the same time, such as comfort and style in equal measures, it would be far more 
successful.  It is interesting to see how appealing participants found this chair due to its 
environmental consciousness, in a similar way participants were also motivated by this with 
the contemporary affordable chair (as can be seen slightly earlier in the thesis) in that 
situation just the mere use of wood was enough to stimulate some participants into 
considering it to be environmentally friendly.  From this it can be deduced that this is clearly 
a very important issue to participants and one which may can induce some strong emotions.  
As the contemporary affordable chair fulfilled most factors satisfactorily, if that chair were to 
also be designed in a sustainable manner, it would have the ability to engage with the users at 
a very deep level and induce many different pleasurable emotions to the user.  It often seems 
to be the case that for something to be environmentally friendly, other attributes have to 
suffer such as style and comfort and relaxation, and vice versa.  Something which is highly 
stylish and comfortable is often not environmentally conscious, is because the furniture 
industry is simply motivated by money and in the recent consumerist climate, style sells.  To 
consider sustainable design would not be cost effective for many companies, they are more 
concerned with a high turnover of goods.  However if we could create chairs which are 
sustainable and fulfil the style, comfort  and functional aspects too,  we could induce people 
to fall in love with them, therefore become attached, slowing down consumption and 
encourage designers to make less, better that lasts longer.  
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Figure 57:  Model of comments from the Environmentally Friendly Chair. 
 
This chair evoked positive and negative reactions, but not for the reasons the other chairs did.  
The structure of the chair induced feelings of insecurity and annoyance to some participants, 
and for them the discomfort levels were too important to see beyond that.     
What emotions 
does this type of 
chair evoke in 
you and why? 
“Feel sad, 
its not to 
liki ”
“Insecure due to 
it being just 
card, but 
“Ugly and 
fickle, does 
not inspire 
 
“Attractiv
e but not 
comfy” 
 
“Shocked, 
its funny” 
“Annoyed, 
not at all 
l i ”
“Makes me smile 
because its 
different and is 
trying to say
“Un- 
comfortable 
and angry, 
“Its easy to 
move and 
environmentally 
“Insecurity, it’s a 
bit of a joke, 
although holds 
moral 
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Whilst others found the chair amusing due to it being very different and for the moral 
satisfaction it provided. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 58:  Model of likes and dislikes about the Environmentally Friendly Chair. 
 
 
“Good for what 
it stands for but 
everything else 
is bad”
“Like it that its 
environmentally 
good, Idea is 
good, cheap to 
“Not functional at 
all.  Does not fulfil 
its function as a 
chair, but  it’s 
“Environmentally 
friendly and good 
to sit on, needs 
more shape”
“Love the idea, 
hate the design, 
material, needs 
developing” 
“Does not look good 
and is uncomfy, but 
good cause its good 
for the environment” 
“So un-
comfortable 
cause of the 
“Like the style, 
don’t like the 
sharp edges, needs 
a cushion” 
“Very 
cheap 
to 
“Let me 
get out” 
What specifically 
do you like or 
dislike about this 
chair and why? 
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Most participants liked what this chair stands for; it evoked a lot of fun and discussion.  
Although most participants agreed it was extremely uncomfortable they seemed to be 
inspired by what was behind it.  Most participants seemed though of this chair as a work in 
progress with a serious intention, perceived it as being a concept yet to be developed.   
This is interesting because this implies that they have more of an acceptance for this chair 
because of the meanings which are embedded in it.  
This chair evidently is not the most attractive or the most comfortable, yet still most of the 
participants involved were willing to give this chair a chance and discuss it as a concept. 
Which refers back to the point about the Contemporary affordable chair, being regarded as 
environmentally friendly, due to the use of materials?  Regardless that this was not actually 
the case, there was enough of a suggestion that it is environmentally friendly, to induce a 
positive reaction.  And as can be seen from the participant’s reactions from the 
environmentally friendly chair, generally serious, meaningful issues such as the environment 
do connect with people at a deeper level; there is definitely more of an acceptance.  
Having achieved some useful findings from the study, the following model and frame work 
which have been influential to this thesis have been adapted using the data obtained from the 
trial, to demonstrate what has been learnt and how they can help people to gain a holistic 
understanding of what consumers want from their chairs.  
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Figure 59:  Model of Consumer Chair Needs. 
 
This model has been adapted from Jordan’s model of consumer needs to consumer chair 
needs, to demonstrate that the trial has shown that firstly it is vital that a chair facilitates the 
desired function, that the chair is fit for the necessary purpose, whatever that may be!  Once 
that stage has been satisfied the results of the trial suggested that the chair must then meet the 
consumer’s style requirements.  Following this the chair needs to emotionally connect with 
the user, it needs to induce pleasurable experiences to the user, evoking attachment and 
sustainable relationships to be formed. 
The nature of this study has been to gain an understanding of how emotionalism influences 
the design and consumption of furniture.  Early research into the study showed that in order 
to do this, it was vital to gain a holistic understanding of the consumer.  To do this, extensive 
research into various methodologies, and models identified that the four pleasure frame work 
was the most useful. Using the results from the study in conjunction with the four pleasure 
 
Connects 
emotionally 
 
Fulfills desired style specification 
 
Complies with seating requirement 
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framework, which has been adapted to specifically relate to chairs, demonstrates how each 
pleasure may be provoked by the different chair types. 
 
Four Pleasures Analysis of the Five Chairs From the Trial. 
 
All five chairs were successful in inducing at least one pleasure type. Analysing each chair 
type, in conjunction with Tiger’s Four Pleasure Frame work, allows us to identify which 
pleasures were provoked by each chair.   
The following table shows the analysis of my study in relation to the Four Pleasure frame 
work. 
 
 Heirloom/ 
antique 
Designer 
classic 
Traditional/
comfy 
Contemporary/
affordable 
Environmental 
friendly 
PHYSIO  
 
 
The 
leather is 
soft to 
touch and 
looks 
good 
Comfortable 
and cosy, 
cocoons the 
body 
Relaxing and 
nice rocking 
action. 
 
PSYCHO Satisfying 
to use, 
knowing it 
was passed 
down 
through the 
family. 
 Pleasurable 
to use 
Easy and 
comfortable to 
use. 
 
SOCIO  
 
 
Implies 
success 
and a 
sense of 
style. 
  Shows 
Environmental 
concern to 
others 
IDEO Associated 
with 
nostalgia 
and 
meaning 
Stylish  Contemporary 
style, nice in the 
home. 
Stands for 
being 
environmentally 
conscious. 
 
 
Table 7:  Analysis of study in relation to the Four Pleasure Frame Work. 
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This table shows that each chair evoked different pleasures to the consumer, whilst it is not 
necessary for each chair to induce all of the four pleasures, for them to be completely 
successful and meet people’s needs holistically; it is beneficial to aspire to this. 
Using this model identifies each chairs strengths and weaknesses, which enables the 
designers to establish areas which could benefit from further design development in order of 
fulfilling all of the pleasures.   
 
 
 
 
   
 
 
 
 
 
 
Table 8:  Comparison study between Contemporary Affordable Chair and the Environmentally 
Friendly Chair. 
 
The above frame work compares the environmentally friendly chair and the contemporary 
affordable chair. This example shows that in most cases, where one chair induces a pleasure 
type, the other one fails.  By comparing two or more chairs within this frame work helps 
designers identify the chairs failings, and how they can be developed to be successful within 
each pleasure type. 
 Contemporary/ 
affordable 
Environmental 
friendly 
PHYSIO Relaxing and nice 
rocking action. 
 
PSYCHO Easy and 
comfortable to use. 
 
SOCIO  Shows 
Environmental 
concern to others 
IDEO Contemporary 
style, nice in the 
home. 
Stands for being 
environmentally 
conscious. 
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However I believe if designers were to implement this frame work at the concept stage of the 
design process, and adhere to it through to completion, they could design chairs which 
induced each of the four pleasures.  Therefore evoking emotional connections and improving 
the experience for the user. 
As mentioned earlier in this chapter a separate written study was carried out, this involved 
using the same questionnaire with images of the chairs used in the actual trial.  This was to 
substantiate the findings of the practical trial and also to have a back up method in place 
should the practical trial not provide convincing results.  However the exploratory practical 
trial did produce some interesting and significant data, enabling it to be the focus of this 
thesis. 
The written trial has still been beneficial, as it has been useful to corroborate many of the 
findings of the practical trial, as can been seen in the appendix.  Therefore to analyse the 
results from the written trial would be repeating much of the analysis from the exploratory 
practical trial.  For this reason the following consists of a brief comparative study, which 
identifies areas in which the findings are substantiated and high lights areas in which the 
findings of the two trials vary. 
 
7.6 Comparative Study 
 
Interestingly in the practical trial, participants gave the Heirloom/antique chair high 
percentages for being (very comfy and relaxing), yet was not rated as (very comfy or 
relaxing) by any of the participants in the written trial. On appearance alone this chair 
obviously doesn’t look to be comfortable, however through interaction, participants were able 
to actually experience the comfort levels and to what extent the chair enabled them to relax 
and unwind.  This is a significant issue, as it shows the importance of the interaction, how an 
actual experience with a chair can be completely different to just looking at an image of a 
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chair.  It also suggests that when we have to make decisions based on visual aids alone, we 
make obvious assumptions based on what we perceive.  The Traditional/comfy chair which 
looks large, soft and very well cushioned was given high percentages by participants for 
being (very comfortable and relaxing) in both the practical and written trial.  However in the 
practical trial some participants felt this chair was actually (not at all comfy and relaxing), 
and a quarter of participants felt it (very much) restricted how they would like to sit on it.   
There were also opposing results within the style factor, between the two separate trials. 
Highlighting that although the trials were based upon the same chairs and structure on 
questioning, the results varied, dependent upon if participants were talking about an image of 
the chair or actually interacting with it. In the written trial, none of the participants thought 
the designer classic chair was (very stylish); in fact nearly a quarter of them felt it was (not 
stylish at all). 
In the practical trial a quarter of participants felt it (was very stylish), and no one felt it was 
not stylish at all.  Implying that, even when asked to observe an object for its style, actually 
experiencing the real thing, makes a big difference to just seeing images. 
Statements given by participants show that by seeing the actual chair equips them with much 
more information, for example; the quality of the materials, fine finishes, the quality of 
workmanship, it also enables precise proportions to be seen easily. 
However there are some areas in which both trials results were conclusive. Participants from 
both the practical and the written trial agreed that the Contemporary/affordable chair was the 
one they would most likely purchase.  It was also agreed by participants from both trials that 
the environmentally friendly chair was the one they were least likely to purchase.   
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The following pie charts show the percentage of participants who where most likely to 
purchase each chair type. 
 
Practical trial 
 
 
Written trial 
 
 
Figure 60:  Pie Charts showing percentage of participants most likely to purchase each chair 
type. 
 
The following pie charts show the percentage of participants who where least likely to 
purchase each chair type. 
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Practical trial 
 
 
Written trial 
 
Figure 61:  Pie charts showing percentage of participants least likely to purchase each chair 
type. 
 
 
The results of both sets of pie charts are interestingly similar.  In these specific areas the 
results of the written trial, do corroborate the findings of the practical trial.  For the purpose 
of this thesis, which chair types participants are most and least likely to purchase and why, 
are significant elements of this thesis.  From this conclusions can be drawn as to what 
attributes induce participants into purchasing chairs.   
Although there are some areas in which the results of the two trials are very similar, other 
areas for example, how participants have divulged emotional stories about the chairs, have 
demonstrated the importance of physical interaction with the chairs, and how assumptions are 
made based on visual aids alone.  There is evidently no substitution for actually sitting in a 
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chair, how a chair feels, smells and evokes emotions in one cannot be foreseen by looking at 
a photograph.  To have all the senses indulged, one has to physically interact with a chair. 
Therefore this validates that although the written trial has served a purpose, the results from 
the exploratory practical trial are more valuable for the purpose of this trial and will be used 
alone in drawing conclusions to this study in the following chapter. 
 
Chapter 8. Conclusion 
 
The results and analysis of the exploratory trial have identified some interesting findings 
which seem to naturally segregate into four different headings, as follows; Emotion, Design, 
Environment and Consumer. 
 
Emotion 
The trial has demonstrated the importance of emotions within the design of chairs.  Research 
has also shown that we need to gain a better understanding of the people we are designing 
for, in order to truly fulfil their needs.  A more holistic approach is required to allow 
designers to design chairs which will emotionally engage their users, induce pleasures, 
evoking attachment and relationships between the user and their chair, at the same time as 
meeting their instinctive functional needs. Many participants felt a deep connection with the 
Heirloom chair; they spoke about it in an articulate and emotional meaningful manner.  Klaus 
Krippendorf, Professor of communication at Pennsylvania University believes “No artifact 
can survive within a culture- be conceived, produced, distributed, used, maintained, etc.-
without being meaningful to those who can move it through its defining process..” 
(Krippendorff, 1995, p.9).  The Heirloom chair’s innate meaning really made some people 
open up and expose their honest true feelings about it. I could actually see them getting 
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emotional about the chair, through their body language.  One participant in particular, 
perched on the chair and quite intensely expressed what it reminded her of, and how much 
meaning it held to her and why their family would never part with it.  This clearly 
demonstrates the importance of the relationship between psychology and design and shows 
how significant design is to emotions.  
This was also confirmed in the results, the design of the Heirloom chair enabled participants 
to feel a sense of nostalgia towards it, and was rated the highest for gaining the most pleasure 
and satisfaction from, but interestingly was the chair participants were least likely to buy. 
This was probably because it is the meaning of this chair which is important and valuable, the 
fact that it reminded many of family members who had similar chairs, it took some back to 
being children, sat in their grandparents chair, it tapped into people memories, and past 
experiences with similar chairs.  I believe there is so much which can be learnt from this. 
  
Firstly I think it is vital that designers understand how powerful such a connection can be, its’ 
so strong that people will keep an object for years and years, even after its’ broken, maybe 
they never even particularly liked it, but it holds so much meaning to them, they are in a 
relationship with it and completely attached to it so they can never let it go.  That is an 
astonishingly powerful connection, and one which really connects with the user at a basic 
level, one which fulfils meaningful and emotional needs.   “Objects offer many meanings. 
By placing them in various (material and discursive) contexts and manipulating their forms, 
designers can do no more than supply the affordances for users' meaningful involvement” 
(Krippendorff, 1995). 
The interaction with products clearly creates relationships.  Ozlem Savas explains “the 
meaning of a product occurs as a result of a person–product relationship” (Savas, 2004).  This 
can border on the obsessive in the case of collectors for example. Therefore designers need to 
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look at how such powerful connections can be replicated in order to improve upon emotional 
connections and develop other strong relationships between users and chairs. Personal 
memories etc. can be evoked, and strong emotions can clearly be stirred by visual and 
practical means, which can often relate to one’s personal experiences. 
When participants interacted with each chair, there emotional responses were influenced by 
many different factors.  This corresponds to Dewey’s idea that a single specific feature of an 
object is not as strong as an emotional response based on combined features and qualities; he 
believes that an emotion is a persuasive attribute that helps to build an experience. During the 
chair trial the participants emotions were influenced by many elements such as; function, 
usability, style, form, tactility, materials, the environment around them as well as emotions 
and experiences from their past.  Each of these factors is hugely important; all of which are 
collectively help to build a pleasurable experience and fulfil the user’s needs.  The practical 
trial has demonstrated the importance of emotions in the design and consumption of chairs, it 
has also highlighted a need to design chairs with environmental consciousness. 
Environment 
The trials have identified how important environmental issues are to participants. The 
environmentally friendly chair was considered to be, by far the most uncomfortable, yet was 
given one of the highest percentages for gaining satisfaction from.  This chair connected with 
people on a deeper level, it was widely accepted that this chair was a work in progress, but 
many of the participants felt inspired and were visually enthused by what it stood for, and for 
that reason it induced emotions to them. From this it can be deduced that the environment is 
an issue that is capable of evoking very deep powerful emotions to the user, it is an issue that 
affects all of us and is considered to be a very important factor.  However when they were 
asked to rate this chair against the others, as to which they would purchase, this chair came 
last.  This demonstrates that many people feel very passionate about this issue, yet also want 
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their other requirements to be met too.   This is of no surprise as the environmentally friendly 
chair was seen more of a concept by the participants, as opposed to a chair they would 
purchase. 
My research has identified that there appears to be a gap in the market for contemporary, 
sustainable design.  This was substantiated by the findings of the trial, which suggested that 
in isolation the environment is of huge importance, yet not at the cost of other consumer’s 
requirements, such as style, design, cost and functionality.  Designers need to comprehend 
the importance of this issue and design with the environment in mind, yet not to the detriment 
to other important factors.  Two designers which have embraced this concept are discussed in 
detail in section 4.12.  They both manage to perfectly balance contemporary, beautiful design 
with environmental consciousness.  And in doing so offer more to the consumer than most 
other products do.  As well as meeting requirements such as function, style etc, and their 
furniture fulfils the consumer spiritually and holistically. 
This is an approach which should not be underestimated by designers, research has shown 
that consumers are becoming far more demanding and knowledgeable, and their needs are 
evolving, they now need products to fulfil their emotional needs in this recent time of such 
high levels of consumption.  They need products with integrity and meaning; that they can 
fall in love with, engage with, build experiences with, develop relationships, form an 
attachment to, and receive a moral sense of pleasure in that they are being environmentally 
conscious.   This is an extremely powerful emotion, and one which consumers want to 
embrace.  They are reaching out to contribute to looking after their environment and they 
want products which demonstrate this and which gives them the emotional moral pleasure in 
return.  Designers can no longer ignore this; they need to create products which respond to 
this, to allow consumers to experience the feeling of complete emotional pleasure.   
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If their true deep down needs are being met through meaningful products, they will be more 
likely to treasure them and develop a strong sense of attachment to them and less likely to 
feel the need to follow the ‘buy it today, throw it away tomorrow’ ethos, re-entering the 
consumption cycle. This approach is beneficial for many reasons, obviously it is good for the 
sustainability of the environment and it helps to slow down consumption which could help 
consumers gain deeper more basic pleasures from their products, build up attachment and 
receive moral satisfaction from ownership.  This could be a good basis for which to instigate 
a deeper connection between chairs and users.  
Consumer 
One of the most striking findings throughout this research has been how much consumerism 
has changed.  Consumers are far more demanding than ever.  In order to keep abreast of the 
ever evolving consumer, many methodologies and concepts are followed by designers, in the 
hope of getting a better understanding of the person they are designing for.  Chapter 5 
discusses in detail the ever changing consumers and the various ways designers are 
attempting to comprehend a more holistic view of the consumer in order of meeting their 
demands. 
Research has shown that product experience is an increasingly important factor in the design 
of products.  Research implies that consumers are now wanting far more from their products, 
their expectations have been elevated.  This can also be seen in terms of the trial, the 
Contemporary, affordable chair offered a little of everything, it was rated moderately in most 
factors, but was rated as the chair most participants would be most likely to be purchase.  
This is because it just satisfied a little of most of their requirements, but actually didn’t satisfy 
any of them thoroughly at a deeper level, where as the Heirloom chair did, which enabled 
participants to really connect with it.  Consumers have a growing number of needs all of 
which they demand to be fulfilled.  Chairs now have to be stylish, meet specific trend types, 
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fit into the home, be functional, easy to use, portray something about the user to others and be 
capable of inducing various other pleasures, all at a reasonable cost.  Research has shown 
consumers have recently been buying at an astonishing rate.  As can be seen in detail in 
chapter 5 of this thesis, often they buy to find meaningful fulfilment, however because many 
furniture products have no meaning and do not fulfil them emotionally, their real needs are 
not met, so there is no longevity in the products.  Therefore they follow the process again, 
trapped in the cycle of consumption on a quest to find true fulfilment.  This implies that they 
are not building relationships, or forming an attachment to their furniture, substantiating that 
their deep down needs are not being met.  This is of course excellent news for the furniture 
market, as obviously recent consumption trends encourage a high turnover.  But real design is 
about far more than marketing and profitability.  It is about making peoples’ lives better. 
I believe in order to really meet peoples’ needs at a much deeper level and create products 
which contribute to making people lives better, requires designers ‘going back to basics’.  I 
think it is vital that designers re-consider Le Corbusiers’ concept of designing with honesty, 
logic, integrity and simplicity.  It’s about creating something of true beauty and endurance 
that physically, functionally and emotionally fulfils the users long term needs.  The human 
and their holistic needs has to be the complete focus of design, not turn over, not margins, nor 
profitability.  It is possible that the recent recession which we have experienced could 
actually be good for humans.   
Having less of a disposable income will make us reassess what truly matters, makes us happy 
and will enable us to identify that the mass consumption of products does not satisfy our 
human needs, nor is it sustainable for our planet.  I truly believe that now it is time for 
change, and designers are perfectly positioned to lead the way.  It is my view that they can do 
this by designing emotional, honest, functional, products.  Only then will people build 
attachment and relationships with their products, and gain the full holistic benefits from them.  
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This will lead to more in-depth fulfilment with much more longevity; therefore people will 
buy less and slowly break the consumption cycle, leaving them happier and the planet’s 
future more positive.  Although I appreciate such a movement in consumption habits is not 
going to happen overnight, however with the planet’s sustainability being a constant issue 
and trying to overcome the worst recession to hit the world for decades, there has never been 
a better time for change.  I think designers need to act now and begin to re-educate people 
and show them all the benefits of honest, emotional design, and that the buy it now, throw it 
away tomorrow’ culture we have become conditioned to, is damaging to us, the world’s 
economy and sustainability. 
As suggested by John Heskett in chapter 5, for some, life is so meaningless they require a 
constant flow of artificial, commercialised and manufactured experiences; in other words 
products feed their appetite.  People seem to get caught up in a quest, consuming what they 
think will make them happy and fulfil their needs, without realising they are only fulfilling 
superficial needs without any longevity.  So before long they will continue their quest, 
consume more and continue the cycle, whilst also fuelling consumerism, because their true, 
deep needs as sensitive, spiritual, emotional humans are not being met. 
Design 
Well designed furniture is now being recognised as far more than just functional objects. A 
renowned British interior designer Kelly Hoppen believes    “People are waking up to the fact 
that brilliant furniture can have just as big an effect as a magnificent piece of art”  (Hoppen,  
2007).  Furniture items can be pieces of art in their own right, objects of beauty and desire 
which have so many alluring qualities.  “Furniture collectively brings together the key 
ingredients of colour, texture and form, it is much more than a functional necessity,” 
(Hoppen, 2007).  But even more than this, furniture can also be so emotionally engaging and 
entrenched in meaning, resulting in a deep rooted relationship between furniture and the user. 
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However in order to keep up with the pace of consumers, some design has become too 
entangled in this technological and consumerist age.  Whilst I am fully appreciative of the 
need for technological advancement, I believe that it is vital that this is kept in context, 
because technological over load can dehumanize products, leaving the consumer behind, and 
increasing the gap between user and product. 
To counteract this, designers need engage consumers with products at a deeper level, by 
offering more meaningful pleasures embedded in them.  Only by addressing the most basic 
yet fundamental needs of humans; relationships, attachment, emotional pleasure and 
connections, can consumers truly feel fulfilled. 
It is my view that somewhere along the way of technological and consumer progression, 
fundamental human instinctive pleasures have been left way behind, and it is time they were 
re-addressed.  For then consumers would be emotionally and spiritually satisfied by products 
and able to build attachment and develop a relationship with them.  This would make them 
less likely to consume products at such a vast rate, therefore protecting more of the world’s 
available resources.  
I believe emotions are of great significance to the design and consumption of furniture. To 
help improve emotional connections, and slow the consumption of furniture, designers need 
to make less but better, to last longer. 
 
8.1 Consequences of this Study 
 
The nature of this study has meant researching information across many different fields, 
including design, ergonomics and psychology.  The thesis does not belong to any one faculty, 
it has benefited from being influenced by several, to a point where the boundaries have been 
blurred and crossed over in an interdisciplinary fashion. 
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From this study a genuine understanding for the importance of designing with regard to 
human emotions and all that relates to them has been established, and the results from the 
trial have substantiated that and presented some interesting findings. 
Should time permit this thesis could be developed further, having gained an understanding of 
the importance of emotions and a holistic approach to the different pleasures, presents a 
strong foundation for which to take this concept further.  It would be interesting to pursue the 
idea of another trial.  Having discovered that the most interesting and valuable information 
comes from the participant’s willingness to discuss their emotions, the trial would benefit 
from a more fluid structure, which could further encourage them to lead the discussion and 
divulge more of their inner feelings about each chair. 
Also having learnt about the pleasure which the different chairs evoked, and those which 
were important to the user, it may be interesting to use the four pleasure frame work at the 
stage of concept to actually design and make a chair which attempts to address all of the 
apparent pleasures.  This should be developed into another trial to ascertain the actual 
pleasures it induces. 
 
8.2 How This Research May Contribute to Designers’ Knowledge 
 
This thesis contributes to knowledge of the design arena as it has demonstrated the 
importance of emotions in the design and consumption of furniture.  At a point where rates of 
consumption have become unsustainable, designers need to find new ways of connecting 
users to their products.  This work can be used to help furniture designers understand how 
imperative it is to implement the structure of emotions at the initial phase of the design 
process.  It is hoped that this study can demonstrate the advantages of applying the four 
pleasure frame work at the point of concept.  If designers can comprehend the importance of 
considering emotions and include it as a matter of course into their design process, then they 
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will engage the user holistically, evoking attachment, meaningful relationships and possibly 
help to slow down the consumption of furniture.  This will be particularly relevant if mass 
customization develops further into furniture. 
As well as contributing to furniture, this thesis can be used in other fields; the thesis has 
confirmed that designing with emotions can have an enormous effect on people and their well 
being.  With this knowledge it may be possible to design surroundings and environments 
based on the idea of inducing pleasure to the people within them.  Social environments such 
as schools, hospital and even prisons, could benefit enormously from emotional design.  The 
psychological well being of people can be heavily impacted upon by emotional design, which 
could be of great benefit to people in sad, difficult and vulnerable positions such as hospices. 
Another area which this research could help is in other areas of product design. With the rate 
of consumption being unsustainable and the current economic difficulties, designers need to 
look at other ways of attracting consumers.  If emotional design is important to furniture then 
it can also be used in other products as a possible way of designing responsibly in order to 
slow down consumption and provide longer lasting satisfaction.  
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Appendix 1 
 
Results from exploratory practical trial, (November 06) 
Prior to carrying out the practical trial participants were asked a series of questions to get an 
understanding of how they viewed design in everyday life.  This was their response; 
 
1.   Is design to be an important factor to you in everyday life? 
20% very important 
45% fairly important 
25% neutral  
10% slightly important  
0%   not important at all 
 
2.    Is the sustainability of our environment important to you? 
40 % very important 
35% fairly important 
20% neutral  
5%  slightly important 
0%  not important at all  
 
3.    How vital is it to gain enjoyment from normal everyday activities?  
15% very important 
45% fairly important 
35% neutral  
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5%  slightly important 
0%  not important at all  
 
4.    How important do you consider function? 
35% very important 
30% fairly important 
30% neutral  
5%  slightly important 
0%  not important at all  
 
5.    How important  are style and appearance to you? 
20% very important 
45% fairly important 
20% neutral  
15%  slightly important 
0%   not important at all  
 
6.    How much do considered cost when making a purchase?  
40% very important 
35% fairly important 
15% neutral  
15% slightly important 
 0%  not important at all  
 
7.    How much do you consider the practicalities of products? 
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40% very important 
45% fairly important 
15% neutral  
0%   slightly important 
0%  not important at all 
 
8. Please rank each of the following factors, 1st being of most important, 7th being least; 
The table shows order of ranking. 
 
Ranking Design Sustainability of 
environment 
Enjoyment Function Style Cost Practicalities 
1st 25% 0% 5% 45% 10% 10% 5% 
2nd 30% 5% 5% 10% 20% 20% 10% 
3rd 10% 15% 20% 15% 10% 20% 10% 
4th 20% 10% 20% 15% 20% 5% 10% 
5th 5% 20% 25% 5% 15% 15% 15% 
6th 5% 25% 5% 5% 20% 30% 10% 
7th 5% 25% 20% 5% 5% 0% 40% 
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This pie chart shows the percentage of participants that rated each of the factors first, in order 
of importance.  
 
Participants were then asked a series of questions about the physical and emotional attributes 
associated with chairs, to ascertain what they consider important when purchasing a chair, 
and what they consider insignificant. 
 
9.  When purchasing a chair, how important do you consider each of the following to be? 
A.  Its physically nice to touch. 
25 % very important 
45% fairly important 
25% neutral  
5 % slightly important  
0% not important at all 
 
B.  Its form is beautiful to look at, in its own right regardless of how functional it is. 
15 % very important 
25% fairly important 
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25% neutral  
20% slightly important  
10% not important at all 
 
C.  Its shape gives a sense of relaxation and security when interacting with it. 
45 % very important 
30% fairly important 
10% neutral  
15% slightly important  
0% not important at all 
 
D.  It makes a statement about you and your lifestyle. 
25 % very important 
5%   fairly important 
30% neutral  
15% slightly important  
25% not important at all 
 
E.  It contributes to the stylization of your home. 
25 % very important 
30% fairly important 
30% neutral  
15% slightly important  
0% not important at all 
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F.  It expresses some of your beliefs and aspirations to others. 
5 %  very important 
20% fairly important 
40% neutral  
0%  slightly important  
35% not important at all 
 
G.  It completely fulfills its desired function. 
55 % very important 
30% fairly important 
10% neutral  
10% slightly important  
0% not important at all 
 
H.  It provides pleasure and satisfaction through using it. 
30 % very important 
45% fairly important 
20% neutral  
20% slightly important  
5%  not important at all 
 
I.  Its easy to use. 
40 % very important 
35% fairly important 
20% neutral  
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0%   slightly important  
5%   not important at all 
J.  Its environmentally friendly. 
35 % very important 
20% fairly important 
25% neutral  
10% slightly important  
10% not important at all 
 
K.  It provides a sense of satisfaction due to how and where it was manufactured. 
0%   very important 
30% fairly important 
35% neutral  
15% slightly important  
20% not important at all 
 
L. It makes me feel proud to own it. 
20%   very important 
10% fairly important 
40% neutral  
10% slightly important  
20% not important at all 
 
The participants were then asked to sit in a series of chairs, each representing one of the 
devised categories; 
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 Heirloom/ Antique 
 Designer Classic 
 Traditional and comfy 
 Contemporary and affordable 
 Environmentally friendly 
 
Whilst interacting with each chair they were asked the same series of questions for each 
chair. 
 
10.  Heirloom/Antique 
                                                         
A.  How stylish do you consider this chair to be. 
10%  very 
25% quite alot 
25%  neutral  
20%  a little 
20% not at all 
 
B.  How proud would you be to have this type of chair in your home. 
15% very  
20% quite alot 
25% neutral  
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20% a little  
20% not at all 
 
C.  How much does this chair allow you to relax and unwind. 
20% very 
45% quite alot 
20% neutral  
15% a little 
5%   not at all 
 
D.  How comfortable is this chair. 
20%  very 
50% quite alot 
5%   neutral  
25% a little 
0%   not at all 
 
E. How much does this chair restrict how you would like to sit on it. 
0%   very 
20% quite alot 
15%  neutral  
40%  a little 
25%  not at all 
 
F. How much satisfaction would you get if you owned this chair. 
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(due to it being an antique or passed down to you as a family heirloom) 
30% very 
15% quite alot 
20% neutral  
10% a little 
25% not at all 
 
G.  How much attachment could you build to this chair. 
35% very 
5%  quite alot 
20% neutral  
5%   a little 
35% not at all 
 
H.  How much pleasure would you get from using this chair.  
30%  very 
10% quite alot 
25%  neutral  
15%  a little 
20%  not at all 
 
K.  What emotions does this type of chair evoke in you and why? 
(This is a list of all the documented comments) 
Happy because doesn’t restrict sitting position and I feel comfortable in it. 
Sentimental because my dad had one, my sister still has it and she wont get rid of it.  
269 
 
Sentimental, it’s the kind of thing my mum had. 
Peaceful, relaxing. 
Old, secure I think because its old.  
Sentimental, looks as thought Iv seen it before, brings back memories. 
Comfortable but oldy. 
Unsettled, not good. 
Something my grandmother might have. 
Associate it with grandparents, nostalgia, like what it stands for. 
Sentimental in the design. 
Relaxed and comfortable. 
Nostalgic – due to its colour and shape I associate it with tradition.   
Gives a positive feeling. 
Content and fairly relaxed. 
Soothed, I feel comfortable in it. 
Homely, instantly comfortable and familiar. 
Very emotional, cause of being in the family. 
Would mean a lot if it were an heirloom. 
Classic design and colour, all opposite of modern. 
Makes me feel reflective. 
 
L. What specifically do you like or dislike about this chair type and why? 
(This is a list of all the documented comments) 
Don’t like the wings 
Looks to be a comfortable seating position. 
Its looks old, Id never buy one. 
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Don’t like materials position, arms are too high. 
Too soft and low, and feel held in by the sides. 
Don’t like traditional shape. 
Very old. 
Don’t like anything about it. 
Like high back, although don’t like that you can only sit one way.  Wouldn’t buy one, but it 
would mean a lot to me if it was hanged down to me from grandparents. 
Don’t like the wings. 
I like the wings, can rest my head on them. 
Like the comfy position and arms. 
Don’t like it, its small old and has no style. 
Id like a foot stool with this chair, a bit lower down.  like the high back. 
Its stylish, its ok. 
Like the fact its nice and padded and I can nestle into it, and the high back is nice. 
Like colour and feel of the fabric. 
 
11.  Designer Classic 
                                                         
A.  How stylish do you consider this chair to be. 
25%  very 
50% quite alot 
20%  neutral  
5%  a little 
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0%  not at all 
 
B.  How proud would you be to have this type of chair in your home. 
5%   very  
25% quite alot 
40% neutral  
0%  a little  
30% not at all 
 
C.  How much does this allow you to relax and unwind. 
5%   very 
30% quite alot 
15% neutral  
30% a little 
20%   not at all 
 
D.  How comfortable is this chair. 
5%   very 
20% quite alot 
25% neutral  
40%  a little 
10%  not at all 
 
E. How much does this chair restrict how you would like to sit on it. 
5%   very 
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15% quite alot 
10%  neutral  
45%  a little 
25%  not at all 
 
F. How much satisfaction would you get if you owned this chair. 
(due to it being a designer classic) 
15% very 
20% quite alot 
30% neutral  
10% a little 
25% not at all 
 
G.  How much attachment could you build to this chair. 
0%   very 
15% quite alot 
25% neutral  
20%   a little 
40% not at all 
 
H.  How much pleasure would you get from using this chair.  
0%   very 
20% quite alot 
20%  neutral  
45%  a little 
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20%  not at all 
 
K.  What emotions does this type of chair evoke in you and why? 
(This is a list of all the documented comments) 
Tense not relaxed. 
Not bothered about the design and I dislike the comfort levels. 
Content. 
Free, due to its style and being generous in size, gives a feeling of quality. 
Soothed as very comfy. 
Comfortable as not holding you in, as it has no arms. 
Unsettled, not comfy and don’t like the style. 
Retro- seventies, luxury villas. 
Mixed feelings as Im not into high fashion. 
Comfortable, modern and stylish. 
Minimalist. 
Un-comfy  and hard. 
Happy, its not a bad chair, its ok. 
Formal, due to style, (medical centre) 
Makes me feel happy, it’s a good looking chair. 
Looks good and feels comfortable in its flexibility. 
Style is good and its comfortable. 
Fashionable, feel stylish sitting in it. 
 
L. What specifically do you like or dislike about this chair type and why? 
(This is a list of all the documented comments) 
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Looks and feels like a dinning room chair, although would not fulfill that function. 
Reminds me of a chair in the doctors, don’t like the material or that it has no arms, that it has 
a low back. 
I like the white leather and size. 
Would like to be able to rest head on it. 
It’s a good design. 
Dislike the low back. 
Its different, not traditional. 
Looks lean I like it. 
Don’t like that it has no back support. 
No where to put your head. 
Don’t like that it has no arms a the neck rest is so low. 
Too low, nice to touch though. 
Too upright, but ok to sit on. 
Seat too short. 
Hard to clean. 
Like the chair look very nice. 
More suitable for public use, no arm and nothing behind the head. 
Feels nice to touch, nice design. 
12.  Traditional and comfy. 
                                                  
A.  How stylish do you consider this chair to be. 
5%   very 
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25% quite alot 
25%  neutral  
25%  a little 
20%  not at all 
 
B.  How proud would you be to have this type of chair in your home. 
15%  very  
20% quite alot 
15% neutral  
25% a little  
25% not at all 
 
C.  How much does this allow you to relax and unwind. 
20%  very 
45% quite alot 
25% neutral  
5%  a little 
5%  not at all 
 
D.  How comfortable is this chair. 
55%  very 
20% quite alot 
10% neutral  
10% a little 
5%  not at all 
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E. How much does this chair restrict how you would like to sit on it. 
25%  very 
15% quite alot 
20% neutral  
30% a little 
30% not at all 
 
F. How much satisfaction would you get if you owned this chair. 
(due to it being traditional and comfy) 
10% very 
20% quite alot 
30% neutral  
25% a little 
15% not at all 
 
G.  How much attachment could you build to this chair. 
15%  very 
20% quite alot 
5%   neutral  
25% a little 
35% not at all 
 
H.  How much pleasure would you get from using this chair.  
10%   very 
25% quite alot 
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35%  neutral  
15%  a little 
15%  not at all 
K.  What emotions does this type of chair evoke in you and why? 
(This is a list of all the documented comments) 
Relaxed position. 
Relaxed and comfortable. 
Feel blocked in with the arms. 
I feel negative, I feel nothing about this chair. 
Uncomfortable. 
Relaxed. 
Happy its comfortable. 
Snug because seems to come all around you. 
 
L. What specifically do you like or dislike about this chair type and why? 
(This is a list of all the documented comments) 
Like comfort levels, don’t like the arms as they restrict position of the body. 
Hard to clean, very heavy to move. 
Feels nice to touch. 
Arms too high, and seat too low to sit on. 
Arms are too big and the cushioning is not that flexible. 
Too wide and don’t like the material. 
Its too soft, sink into it. 
Back too low 
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13.    Contemporary and Affordable. 
                                                                         
 
A.  How stylish do you consider this chair to be. 
15%   very 
65%  quite alot 
10%  neutral  
10% a little 
0%   not at all 
 
B.  How proud would you be to have this type of chair in your home. 
5%   very  
35% quite alot 
45% neutral  
0%   a little  
15% not at all 
 
C.  How much does this allow you to relax and unwind. 
15%  very 
60% quite alot 
20% neutral  
0%  a little 
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5%  not at all 
 
D.  How comfortable is this chair. 
20%  very 
60% quite alot 
15% neutral  
5%   a little 
0%  not at all 
 
E. How much does this chair restrict how you would like to sit on it. 
5%   very 
20% quite alot 
15% neutral  
15% a little 
45% not at all 
 
F. How much satisfaction would you get if you owned this chair. 
(due to it being contemporary and affordable) 
15%  very 
45% quite alot 
25% neutral  
10% a little 
5%   not at all 
 
G.  How much attachment could you build to this chair. 
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5%   very 
25% quite alot 
25%  neutral  
30% a little 
15% not at all 
 
H.  How much pleasure would you get from using this chair.  
5%   very 
50% quite alot 
25%  neutral  
20% a little 
0%   not at all 
 
K.  What emotions does this type of chair evoke in you and why? 
(This is a list of all the documented comments) 
Feel content, feels like a rocking chair. 
Comfortable chair. 
Relaxing to read in, a good position. 
Happy its good. 
Feels free to sit in. 
Feels relaxing and comfortable because it rocks, makes you a bit sleepy. 
Chilled out relaxed position. 
Very good. 
Not very relaxing. 
Nice relaxed movement, moves with you. 
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Relaxed modern design, not fussy. 
Like the rocking. 
Good style, nice and open. 
Soothing and relaxing. 
Contentment. 
Comforting but in certain moods could aggravate, but then could be completely soothing at 
other times. 
Associate it with a rocking chair.  
Feels like a “doing” chair, ie reading as opposed to chilling out.  Cant envisage watching t.v 
in it, as you cant stay still cause of the rocking.. 
Makes me feel stresses through being un-comfy, cant rest. 
 
L. What specifically do you like or dislike about this chair type and why? 
(This is a list of all the documented comments) 
I just like it. 
Would like a leg rest. 
Like the wood, and other materials, washable covers and neutral colour, would fit in 
anywhere. 
Good for back 
Quite hard but like the high back , padded arm rest would be nice. 
Like the fact you can turn in it, could almost sleep in it. 
Arm rests are too hard. 
Foot rest would be good. 
Like the design. 
Like the rocking movement. 
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The only one to buy. 
Supports whole body. 
Don’t like the angle. 
I imagine it to be a good price. 
Don’t like that it has only one back angle, which I think is too inclined for anything except 
watching t.v. 
Stylish and modern, wouldn’t fit into my home therefore wouldn’t buy it. 
Like the wide arms. 
I like the movement, arm hard and un-comfy on elbows. 
 
14.    Environmentally friendly 
 
A.  How stylish do you consider this chair to be. 
15%  very 
5%   quite alot 
15%  neutral  
20% a little 
45% not at all 
 
B.  How proud would you be to have this type of chair in your home. 
5%   very  
10% quite alot 
20% neutral  
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15% a little  
50% not at all 
 
C.  How much does this allow you to relax and unwind. 
0%   very 
0%   quite alot 
0%   neutral  
0%    a little 
100% not at all 
 
D.  How comfortable is this chair. 
0%  very 
0%  quite alot 
0%   neutral  
30% a little 
70% not at all 
 
E. How much does this chair restrict how you would like to sit on it. 
65%  very 
15% quite alot 
0%   neutral  
10% a little 
10% not at all 
 
F. How much satisfaction would you get if you owned this chair. 
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(due to it being environmentally friendly) 
15% very 
0%  quite alot 
10% neutral  
15% a little 
60% not at all 
 
G.  How much attachment could you build to this chair. 
5%   very 
0%  quite alot 
10% neutral  
5%  a little 
80% not at all 
 
H.  How much pleasure would you get from using this chair.  
0%   very 
0%  quite alot 
10% neutral  
15% a little 
75% not at all 
 
K.  What emotions does this type of chair evoke in you and why? 
(This is a list of all the documented comments) 
Un- comfortable and angry, digs into my back. 
Fear of sitting of sitting on it, looks so un-comfy. 
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Uncomfy, feels unsafe and digs in to back. 
Insecurity, it’s a bit of a joke, although holds moral satisfaction. 
Boxed in. 
Very un-comfy, hard sit on. 
Annoyed, not at all relaxing. 
Ugly and fickle, does not inspire confidence. 
Insecure due to unsafe structure. 
Shocked, its funny. 
Contentment, feels good. 
Its easy to move and environmentally friendly. 
Unsettled, looks like the bad chair. 
Attractive but not comfy. 
Feel sad, its not to my liking. 
Insecure due to it being just card, but satisfied morally. 
 
L. What specifically do you like or dislike about this chair type and why? 
(This is a list of all the documented comments) 
No support, not people friendly. 
Not functional at all.  Does not fulfill its function as a chair,  But is interesting as a piece of 
art as a concept. 
Does not look good and is un- comfy, but good cause its good for the environment. 
Different! 
So un-comfortable cause of the style and material. 
Would have it if it was going free. 
Like it that its environmentally good, Idea is good, cheap to produce and easily movable. 
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Poor back support. 
Think it will break. 
Let me get out. 
Environmentally friendly, and good to sit on, needs more shape. 
Very cheap to make. 
Good for what it stands for but everything else is bad. 
Like the style, don’t like the sharp edges, needs a cushion. 
Participants were asked to rank the categories. 
 
 
15. Please rank each category in order of importance you, 1st being highest. 
Ranking Heirloom/ 
Antique 
Designer 
Classic 
Traditional/ 
Comfy 
Contemporary/ 
Affordable 
Environmentally 
Friendly 
1st 20% 20% 25% 35% 0% 
2nd 20% 15% 30% 35% 0% 
3rd 25% 35% 15% 20% 5% 
4th 25% 30% 25% 10% 10% 
5th 10% 0% 5% 0% 85% 
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This pie chart shows the percentage of participants that rated each of category first, in order 
of importance.  
 
16.   Which are you most likely to purchase and why? 
(This is a list of the categories chosen and all the documented comments) 
 
Contemporary and Affordable 
 The most comfortable ( Contemporary)  
 The contemporary and affordable one, I like its shape, its very practical and because 
you can use it in a lot of rooms within the house and its easy to clean. 
 Contemporary, because of the design and its being affordable, its good to sit on. 
 Contemporary, due to its price. 
 Contemporary because its balances comfort and cost. 
 Contemporary and affordable, its price and quality are fair. 
 Contemporary and affordable. 
 
Traditional and Comfy 
 Traditional and comfy – nice design and comfortable. 
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 Traditional and comfy. 
 Traditional and comfy because of comfort. 
 Traditional and comfy, comfort levels and as its fits into the home. 
 Traditional and Comfy – fits my idea of a chair to go in the lounge, can sit and watch 
tv and curl up if you want. 
 Traditional, because of comfort. 
 
Environmentally Friendly 
 Environmentally friendly if its design changes a bit, because it innovative. 
 
Designer Classic 
 The designer chair if I could afford it, if not then the contemporary. 
 The designer classic, it’s a piece of furniture that fulfills my desires of minimalistic 
design. 
 
Heirloom/ antique 
 Heirloom, gives a lot of space, comfort and seating positions. 
 Heirloom because of comfort and support. 
 Heirloom because it comfortable with a high back.  I mostly sit in these chairs when 
im relaxing,  so being comfy is really important to me, especially the back being high 
as Im tall. 
 Heirloom – its comfy and nice and you can relax and watch tv in it. 
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This pie chart shows the chair categories participants are most likely to purchase.  
 
17.   Which are you least likely to purchase and why? 
(This is a list of all the documented comments) 
Environmental one, its not a real chair. 
Antique chair because its not comfortable, you can only use it in a lounge with other antique 
furniture. 
Environmental chair, as it doesn’t really work and its uncomfortable. 
Environmental – less comfort. 
Environmental as its not even a chair. 
Designer classic, too expensive for personal use. 
Environmentally friendly so un -comfortable. 
Environmentally friendly – uncomfortable, bad design and un-stable. 
Environmentally due to how un- comfortable it is. 
Antique because it looks its ancient. 
Environmentally friendly chair, because I don’t feel safe in it and I don’t know how long it 
would last. 
The environmentally friendly chair.  Its very ugly and that just for a start……! 
Environmentally friendly chair- its does not work as a chair. 
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Environmentally friendly chair, it does not inspire confidence at all. 
Environmentally friendly chair, horribly uncomfortable, impractical, doesn’t look secure, 
functionally unfit! 
 
This pie chart shows the chair categories participants are least likely to purchase.  
 
 
18.  Which do you think you would get most enjoyment from and why. 
(This is a list of all the documented comments) 
 
Contemporary, comfort. 
Contemporary, it does what its suppose to , works well and for little money. 
The contemporary one as it was comfortable and would fit into the living room. 
Contemporary, it’s the best design. 
Contemporary I enjoyed the movement and its a good reading chair. 
 
Environmentally friendly chair, because you make a purchase and you know that you 
contribute to protect the environment. 
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Traditional and comfy, its comfortable and relaxing. 
Traditional – comfort.  
Traditional and comfy because its relaxing. 
Probably the traditional and comfy chair, but the comfort and usage will be sold out for the 
design. 
 
The antique/heirloom chair because I feel comfortable in it. 
Antique as it fairly comfortable and very stylish. 
 
Designer classic, comfy looks good and feels nice to sit on. 
The designer one because it is comfortable, different, good style and practical. 
Designer because of lots of space to move around and the heirloom because of its comfort. 
 
19.   What specific attributes attract you to a particular category and why? 
(This is a list of all the documented comments) 
Comfortableness, that why you want a chair. 
Contemporary and affordable – money and style and contemporary. 
The wood used for the Contemporary one because its environmentally friendly too, and its 
allowing you to use this chair in a lot of places. 
Design and comfortable to sit in (designer classic), don’t like bulky, too soft ugly chairs like 
the traditional. 
The antique design brings me good memories. 
The flexibility of the contemporary category. 
 
Comfort and materials. 
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Comfort, design and practical. 
Comfort and design. 
Paring with human body and health and safety. 
Comfort, not restrictive, practical and stylish.  
Mainly design and style. 
How well a chair allows me to sit  comfortably and allows me to sit in different positions. 
Soft fabrics and variations in seating positions. 
Comfort, functionality, I like support all around so I can relax. 
 
20.   Do you feel any kind of attachment or detachment to any category and why? 
(This is a list of all the documented comments) 
 
Detachment to the environmental chair as its not comfortable. 
No because for me a chair is a chair!!   
Detachment  - traditional (looks) 
Detachment – Environmental (practicality) 
Attached – Designer (good looks) 
Don’t feel any attachment to furniture. 
Attached to antique one cause brings good memories. 
Attached to designer, white leather gives feeling of purity, prosperity and wellness. 
Detached to environmentally friendly chair, it couldn’t go into your home, must be a real 
enthusiast to buy that chair. 
Environmentally friendly, because of its material. 
Detached from the environmentally friendly chair because I really don’t trust it. 
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Attached to the contemporary chair, its rocking reminds me of a rocking chair – makes me 
think of a warm kitchen with an agar – comforting. 
I feel some attachment to the heirloom chair it feels homely and familiar, and the traditional 
and comfy chair for the same reasons. 
Detachment to the environmentally friendly chair, so uncomfortable. 
Detachment to the contemporary/affordable chair – not comfy and looks sterile. 
Attached to the heirloom as it brings back memories of the past. 
 
21.   If you were to combine any features from the categories to make the perfect chair what 
would they be? 
(This is a list of all the documented comments) 
 
The shape and the wood of the contemporary one with the white leather of the classic 
designer classic. 
Looks of the designer chair and the comfortable sitting position of the contemporary. 
Affordable and comfort. 
Old style but more comfort. 
Comfy, stylish and environmentally friendly. 
I like the Egg chair by Arne Jacobson.   It has the design feature and is also comfortable. 
Designer classic with the comfort of the traditional comfy one.  Idea; traditional comfy with 
white leather?! 
Environmental materials with contemporary design. 
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I like the designer chair a lot, maybe  it if could be kind of environmentally friendly, it would 
be perfect. 
Contemporary with soft arm like the traditional one. 
Lots of space for sitting, but adequate support for when one wants to lie down  to relax. 
Am affordable, contemporary and traditional chair with the comfort of the antique(high back) 
combined with an environmentally friendly element. 
 
Results from exploratory (written) trial, (February 07) 
Participants were asked a series of questions to get an understanding of how they viewed 
design in everyday life.  This was their response; 
 
1.   Is design to be an important factor to you in every day life? 
28% very important 
56% fairly important 
16% neutral  
0% slightly important  
0%   not important at all 
 
2.    Is the sustainability of our environment important to you? 
24 % very important 
64% fairly important 
10% neutral  
2%  slightly important 
0%  not important at all  
3.    How vital is it to gain enjoyment from normal everyday activities?  
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36% very important 
14% fairly important 
50% neutral  
0%  slightly important 
0%  not important at all  
 
4.    How important do you consider function? 
36% very important 
36% fairly important 
10% neutral  
18% slightly important 
0%  not important at all  
 
5.    How important  are style and appearance to you? 
18% very important 
50% fairly important 
32% neutral  
0% slightly important 
0%   not important at all  
 
6.    How much do considered cost when making a purchase?  
32% very important 
48% fairly important 
2%  neutral  
18% slightly important 
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 0%  not important at all  
 
7.    How much do you consider the practicalities of products? 
52% very important 
32% fairly important 
16% neutral  
0%   slightly important 
0%  not important at all 
 
8. Please rank each of the following factors, 1st being of most important, 7th being least; 
The table shows order of ranking. 
 
Ranking Design Sustainability of 
environment 
Enjoyment Function Style Cost Practicalities 
1st 16% 0% 0% 42% 8% 10% 24% 
2nd 4% 8% 8% 14% 16% 16% 34% 
3rd 14% 10% 20% 4% 16% 18% 18% 
4th 14% 10% 32% 8% 18% 12% 6% 
5th 28% 18% 8% 10% 0% 30% 6% 
6th 18% 16% 18% 12% 10% 14% 12% 
7th 6% 38% 14% 10% 32% 0% 0% 
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This pie chart shows the percentage of participants that rated each of the factors first, in order 
of importance.  
Participants were then asked a series of questions about the physical and emotional attributes 
associated with chairs, to ascertain what they consider important when purchasing a chair, 
and what they consider insignificant. 
 
9.  When purchasing a chair, how important do you consider each of the following to be? 
A.  Its physically nice to touch. 
32 % very important 
26% fairly important 
4%  neutral  
12% slightly important  
0% not important at all 
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B.  Its form is beautiful to look at, in its own right regardless of how functional it is. 
0 % very important 
12% fairly important 
52% neutral  
18% slightly important  
18% not important at all 
 
C.  Its shape gives a sense of relaxation and security when interacting with it. 
52 % very important 
28% fairly important 
12% neutral  
8% slightly important  
0% not important at all 
 
D.  It makes a statement about you and your lifestyle. 
0 % very important 
16%   fairly important 
64% neutral  
14% slightly important  
6% not important at all 
 
E.  It contributes to the stylization of your home. 
64 % very important 
30% fairly important 
18% neutral  
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8% slightly important  
10% not important at all 
 
F.  It expresses some of your beliefs and aspirations to others. 
0%  very important 
14% fairly important 
56% neutral  
12%  slightly important  
18% not important at all 
 
G.  It completely fulfills its desired function. 
50 % very important 
46% fairly important 
0% neutral  
4% slightly important  
0% not important at all 
 
H.  It provides pleasure and satisfaction through using it. 
20 % very important 
56% fairly important 
16% neutral  
8% slightly important  
0%  not important at all 
 
I.  Its easy to use. 
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46 % very important 
22% fairly important 
16% neutral  
16%   slightly important  
5%   not important at all 
 
J.  Its environmentally friendly. 
8 % very important 
38% fairly important 
24% neutral  
22% slightly important  
8% not important at all 
 
K.  It provides a sense of satisfaction due to how and where it was manufactured. 
8%   very important 
22% fairly important 
38% neutral  
10% slightly important  
22% not important at all 
 
M. It makes me feel to own it. 
20%   very important 
38% fairly important 
24% neutral  
22% slightly important  
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8% not important at all 
 
The participants were then asked a series about each chair type, each representing one of the 
devised categories; 
 Heirloom/ Antique 
 Designer Classic 
 Traditional and comfy 
 Contemporary and affordable 
 Environmentally friendly 
 
10.  Heirloom/Antique 
                                                         
 
A.  How stylish do you consider this chair to be. 
22%  very 
32% quite alot 
22%  neutral  
8%  a little 
16% not at all 
 
B.  How proud would you be to have this type of chair in your home. 
10% very  
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22% quite alot 
8% neutral  
22% a little  
38% not at all 
 
C.  How much do you think this chair would allow you to relax and unwind. 
0% very 
8% quite alot 
8% neutral  
38% a little 
46%   not at all 
 
D.  How comfortable do you think this chair would be. 
0%  very 
16% quite alot 
8%   neutral  
38% a little 
38%   not at all 
 
E. How much do you feel this chair would restict how you would like to sit on it. 
8%   very 
38% quite alot 
8%  neutral  
38%  a little 
8%  not at all 
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F. How much satisfaction would you get if you owned this chair. 
(due to it being an antique or passed down to you as a family heirloom) 
22% very 
54% quite alot 
10% neutral  
6% a little 
8% not at all 
 
G.  How much attachment could you build to this chair. 
20% very 
40%  quite alot 
6% neutral  
16%   a little 
18% not at all 
 
H.  How much pleasure would you get from using this chair.  
0%  very 
36% quite alot 
4%  neutral  
30%  a little 
30%  not at all 
 
K.  What emotions does this type of chair evoke in you and why? 
Looks nice but uncomfortable. 
Its rather classic but nor special to me. 
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A look at the past. 
A sense of what earlier lifestyles were like. 
I imagine it to be uncomfortable. 
Sometime to keep and add to a room.  Pass on – no real practicality to it. 
No emotion. 
Security. 
Its something my nan would have given me, so for me its purely sentimental. 
Only sentimental attachment if it was a family heirloom. 
 
L. What specifically do you like or dislike about this chair type and why? 
They look well made but un comfy 
It look hard and not comfy to sit on. 
Doesn’t look inviting to sit on. 
Shows the effort of craftsmanship that went into it, while appreciating the style it seems. 
Looks too valuable to sit on. 
Reminds me of the national trust. 
Looks to rigid. 
Pleasing to the eye. 
Looks well made and in the right setting would look good. 
Just not my thing. 
It looks too low. 
Not padded enough. 
I love winged chairs, you can imagine secret scenarios, make up stories (Sherlock Homes etc)  
imagination takes flight. 
Its old represents the past and has history attached. 
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It looks bloody uncomfortable. 
How much does it cost? 
Wouldn’t go with my existing furniture. 
Not my style. 
 
11.  Designer Classic 
                                                         
A.  How stylish do you consider this chair to be. 
0%  very 
44% quite alot 
16%  neutral  
16%  a little 
24%  not at all 
 
B.  How proud would you be to have this type of chair in your home. 
4%   very  
24% quite alot 
30% neutral  
0%  a little  
42% not at all 
 
C.  How much does this allow you to relax and unwind. 
0%   very 
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16% quite alot 
12% neutral  
36% a little 
36%   not at all 
D.  How comfortable is this chair. 
0%   very 
16% quite alot 
24% neutral  
24%  a little 
36%  not at all 
 
E. How much does this chair restrict how you would like to sit on it. 
10%   very 
32% quite alot 
28%  neutral  
30%  a little 
0%  not at all 
 
F. How much satisfaction would you get if you owned this chair. 
(due to it being a designer classic) 
0% very 
18% quite alot 
14% neutral  
28% a little 
40% not at all 
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G.  How much attachment could you build to this chair. 
0%   very 
16% quite alot 
24% neutral  
12%   a little 
48% not at all 
 
H.  How much pleasure would you get from using this chair.  
0%   very 
28% quite alot 
0%  neutral  
28%  a little 
44%  not at all 
 
K.  What emotions does this type of chair evoke in you and why? 
I don’t find this attractive at all. 
Looks good, simple and comfortable. 
Feeling of fitting onto an office rather that at home. 
Not even nice to look at. 
Looks cold. 
Not at all welcoming, no feeling of security. 
Clean, modern, would suit my flat. 
 
L. What specifically do you like or dislike about this chair type and why? 
They look flimsy. 
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I like the design. 
Simplicity is a positive. 
Does not encourage a good posture. 
On some models not secure. 
Looks totally uncomfortable. 
Looks cold. 
Waiting room chairs. 
Not for the home. 
Would look out in my home. 
Don’t particularly like this style of furniture. 
I like the colour and contemporary style. 
Looks quite comfortable. 
Like the leather. 
Pleasing on the eye. 
Wouldn’t be able to curl up and lean, with a good book. 
Looks cheaper than probably is. 
12.  Traditional and comfy. 
                                                  
A.  How stylish do you consider this chair to be. 
8%   very 
28% quite alot 
28%  neutral  
28%  a little 
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8%  not at all 
 
B.  How proud would you be to have this type of chair in your home. 
24%  very  
0% quite alot 
36% neutral  
28% a little  
12% not at all 
friendly chair, although 80% agreed they could build no attachment to it at all.  
 
C.  How much does this allow you to relax and unwind. 
28%  very 
52% quite alot 
8% neutral  
12%  a little 
0%  not at all 
 
D.  How comfortable is this chair. 
48%  very 
40% quite alot 
4% neutral  
12% a little 
0%  not at all 
 
E. How much does this chair restrict how you would like to sit on it. 
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0%  very 
6% quite alot 
16% neutral  
28% a little 
50% not at all 
 
F. How much satisfaction would you get if you owned this chair. 
(due to it being traditional and comfy) 
30% very 
38% quite alot 
16% neutral  
4% a little 
12% not at all 
 
G.  How much attachment could you build to this chair. 
0%  very 
24% quite a lot 
32%   neutral  
8% a little 
36% not at all 
 
H.  How much pleasure would you get from using this chair.  
16%   very 
52% quite alot 
8%  neutral  
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24%  a little 
0%  not at all 
 
K.  What emotions does this type of chair evoke in you and why? 
They look comfy and soft and id be happy to sit in them. 
Its very comfortable however its not a nice design.  
Slightly bland. 
Nostalgia. 
Like my mum and dad use at home. 
Looks like a sink into chair, nice to relax in. 
None, it’s a chair! 
Warmth and well being. 
Asleep feet up in front of the tv! 
Being able to curl up and a glass of wine. Nice! 
 
L. What specifically do you like or dislike about this chair type and why? 
 
I like that they are padded and soft. 
They are comfy. 
Style looks reasonably comfortable. 
I like this chair, because I like to sit for hours and read, this chair would be comfortable to do 
that. 
Comfortable. 
Would sink into it to much. 
May restrict movement. 
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Ok for sleeping in. 
Dislike the bouncy castle look. 
Could possibly get comfortable in this one. 
Simple, practical and good looking. 
Looks practical and comfy. 
Its boring. 
Comfy, sofy and inviting after a hard day. 
Practical and would bear the weight of a larger framed person. 
 
13.    Contemporary and Affordable. 
                                                                         
A.  How stylish do you consider this chair to be. 
16%   very 
36%  quite alot 
20%  neutral  
16% a little 
12%   not at all 
 
B.  How proud would you be to have this type of chair in your home. 
10%   very  
30% quite alot 
18% neutral  
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22%   a little  
20% not at all 
C.  How much does this allow you to relax and unwind. 
16%  very 
36% quite alot 
20% neutral  
16%  a little 
12%  not at all 
 
 
D.  How comfortable is this chair. 
22%  very 
36% quite alot 
24% neutral  
18%   a little 
0%  not at all 
 
E. How much does this chair restrict how you would like to sit on it. 
10%   very 
16% quite alot 
10% neutral  
38% a little 
12% not at all 
 
F. How much satisfaction would you get if you owned this chair. 
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(due to it being contemporary and affordable) 
0%  very 
34% quite alot 
50% neutral  
4% a little 
12%   not at all 
 
G.  How much attachment could you build to this chair. 
0%   very 
6% quite alot 
32%  neutral  
18% a little 
44% not at all 
 
H.  How much pleasure would you get from using this chair.  
12%   very 
28% quite alot 
14%  neutral  
22% a little 
24%   not at all 
 
K.  What emotions does this type of chair evoke in you and why? 
They look very hard and unwelcoming. 
It looks comfortable and nice. 
A bit too plain and un-stable. 
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Not inviting to sit in. 
Not supportive. 
No emotion. 
IKEA – stylish but also comfy. 
Relax and unwind 
 
L. What specifically do you like or dislike about this chair type and why? 
Don’t like the wooden arms. 
Simple nice and comfortable. 
More of a stye statement than one of comfort. 
Not suitable  for the elderly. 
Looks very uncomfortable. 
I like the neutral colours and simple style. 
Needs cushions. 
Insecure. 
Needs some personalization  
Needs more comfort. 
Looks clean, like the colour and looks comfy 
Modern and pleasing to look at. 
14.    Environmentally friendly 
 
A.  How stylish do you consider this chair to be. 
0%   very 
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18% quite alot 
46%  neutral  
16% a little 
20% not at all 
 
B.  How proud would you be to have this type of chair in your home. 
0%   very  
0%  quite alot 
50% neutral  
30% a little  
20% not at all 
 
 
C.  How much does this allow you to relax and unwind. 
0%   very 
0%   quite alot 
20%   neutral  
26%    a little 
54% not at all 
 
D.  How comfortable is this chair. 
0%  very 
0%  quite alot 
18%   neutral  
40% a little 
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42% not at all 
 
E. How much does this chair restrict how you would like to sit on it. 
36%  very 
26% quite alot 
38%   neutral  
0% a little 
0% not at all 
 
F. How much satisfaction would you get if you owned this chair. 
(due to it being environmentally friendly) 
18% very 
12%  quite alot 
12% neutral  
18% a little 
40% not at all 
 
G.  How much attachment could you build to this chair. 
0%   very 
16% quite alot 
0%  neutral  
12% a little 
72% not at all 
 
H.  How much pleasure would you get from using this chair.  
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0%   very 
16%  quite alot 
8% neutral  
20% a little 
56% not at all 
 
K.  What emotions does this type of chair evoke in you and why? 
They look very interesting and great but I would probably get fed up with them quickly. 
I like the design because its very special and fits well into the environment. 
Low cost, money saving. 
Fire risk, but would possibly help the environment. 
Does not fit in with the idea of the cosy home. 
Dreadful. 
It looks funky but impractical. 
Totally insecure. 
Sense of self righteousness from knowing its ecologically sound. 
 Home made. 
Look uncomfortable and cheap. 
 
L. What specifically do you like or dislike about this chair type and why? 
They are good for the environment. 
The design is special but its not comfortable. 
Not sure how long it would last. 
Interesting idea, would be a talking point. 
A bit show roomy. 
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Needs cushions. 
Surely its possible to combine sustainability and comfort! 
Totally awful. 
Impractical in a house with children. 
Good use of recycling. 
Don’t like the design. 
They are not practical at all, they are for show not sitting on. 
Dont do it!! 
Far too modern for my taste. 
Looks self assembled in 30 mins. 
 
Participants were asked to rank the categories. 
16. Please rank each category in order of importance you, 1st being highest. 
Ranking Heirloom/ 
Antique 
Designer 
Classic 
Traditional/ 
Comfy 
Contemporary/ 
Affordable 
Environmentally 
Friendly 
1st 16% 20% 32% 32% 0% 
2nd 20% 24% 26% 30% 0% 
3rd 34% 30% 16% 14% 6% 
4th 26% 18% 20% 18% 18% 
5th 4% 8% 6% 6% 76% 
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This pie chart shows the percentage of participants that rated each of category first, in order 
of importance.  
 
16.   Which are you most likely to purchase and why? 
(This is a list of the categories chosen and all the documented comments) 
 
Contemporary and Affordable 
 Practical and most comfortable ( Contemporary)  
 Affordable and stylish and comfy. 
 Comfortable and affordable, simple. 
 Would get most use from this one. 
 Would fit into my home. 
  
 The contemporary and affordable one, I like its shape, its very practical and because 
you can use it in a lot of rooms within the house and its easy to clean. 
 Contemporary, because of the design and its being affordable, its good to sit on. 
 Contemporary, due to its price. 
 Contemporary because its balances comfort and cost. 
 Contemporary and affordable, its price and quality are fair. 
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 Contemporary and affordable. 
 
Traditional and Comfy 
 Because they would fit into my house 
 All home need a chair like this to sink into. 
 User friendly. 
 Comfort. 
 Both nice to look at and does the job. 
 Comfortable. 
 
 Traditional and comfy – nice design and comfortable. 
 Traditional and comfy. 
 Traditional and comfy because of comfort. 
 Traditional and comfy, comfort levels and as its fits into the home. 
 Traditional and Comfy – fits my idea of a chair to go in the lounge, can sit and watch 
tv and curl up if you want. 
 Traditional, because of comfort. 
 
Environmentally Friendly 
 Environmentally friendly if its design changes a bit, because it innovative. 
Designer Classic 
 The designer chair if I could afford it, if not then the contemporary. 
 The designer classic, it’s a piece of furniture that fulfills my desires of minimalistic 
design. 
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Heirloom/ antique 
 Heirloom, gives a lot of space, comfort and seating positions. 
 Heirloom because of comfort and support. 
 Heirloom because it comfortable with a high back.  I mostly sit in these chairs when 
im relaxing,  so being comfy is really important to me, especially the back being high 
as Im tall. 
 Heirloom – its comfy and nice and you can relax and watch tv in it. 
 
 
This pie chart shows the chair categories participants are most likely to purchase.  
 
17.   Which are you least likely to purchase and why? 
(This is a list of all the documented comments) 
 
Contemporary 
Contemporary and affordable because I would feel very un-comfortable in them. 
Looks the least comfortable. 
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Heirloom 
Heirloom, it looks horrid. 
Un-comfy and ugly.  
Antique, old! 
Don’t like the way they look. 
Don’t like the design or the fabrics used. 
 
Environmental one, its not a real chair. 
Antique chair because its not comfortable, you can only use it in a lounge with other antique 
furniture. 
Environmental chair, as it doesn’t really work and its uncomfortable. 
Environmental – less comfort. 
Environmental as its not even a chair. 
Designer classic, no emotional warmth. 
. 
Environmentally friendly so un -comfortable. 
Environmentally friendly – uncomfortable, bad design and un-stable. 
Environmentally due to how un- comfortable it is. 
Antique because it looks its ancient. 
Environmentally friendly chair, because I don’t feel safe in it and I don’t know how long it 
would last. 
The environmentally friendly chair.  Its very ugly and that just for a start……! 
Environmentally friendly chair- its does not work as a chair. 
Environmentally friendly chair, it does not inspire confidence at all. 
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Environmentally friendly chair, horribly uncomfortable, impractical, doesn’t look secure, 
functionally unfit! 
 
This pie chart shows the chair categories participants are least likely to purchase.  
 
18.  Which do you think you would get most enjoyment from and why. 
(This is a list of all the documented comments) 
 
The antique/heirloom chair would have most meaning and memories. 
Heirloom, flights the imagination. 
Contemporary, use it abuse it bin it! 
 
19.   What specific attributes attract you to a particular category and why? 
(This is a list of all the documented comments) 
The fact that I can relax in a chair. 
Heirloom – imagination, memories. 
I like the support give  by the Heirloom chair. 
Comfort, look and cost are the main things Id consider. 
Comfortableness, that why you want a chair. 
Contemporary and affordable – money and style and contemporary. 
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The wood used for the Contemporary one because its environmentally friendly too, and its 
allowing you to use this chair in a lot of places. 
Design and comfortable to sit in (designer classic), don’t like bulky, too soft ugly chairs like 
the traditional. 
The antique design brings me good memories. 
The flexibility of the contemporary category. 
 
Comfort and materials. 
Comfort, design and practical. 
Comfort and design. 
Paring with human body and health and safety. 
Comfort, not restrictive, practical and stylish.  
Mainly design and style. 
How well a chair allows me to sit  comfortably and allows me to sit in different positions. 
Soft fabrics and variations in seating positions. 
Comfort, functionality, I like support all around so I can relax. 
 
20.   Do you feel any kind of attachment or detachment to any category and why? 
(This is a list of all the documented comments) 
I feel that the environmentally friendly chair would be a talking point and make visitors think, 
also fun for children, but cant see myself buying more than one. 
Antique reminds me of the past, not good. 
Detachment to the environmental chair asits so impractical. 
Detached to environmental chair, just wouldn’t want to sit on it. 
Detachment – Environmental (practicality) 
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Attached – Designer (good looks) 
Don’t feel any attachment to furniture. 
Attached to antique one cause brings good memories. 
Attached to designer, white leather gives feeling of purity, prosperity and wellness. 
Detached to environmentally friendly chair, it couldn’t go into your home, must be a real 
enthusiast to buy that chair. 
Environmentally friendly, because of its material. 
Detached from the environmentally friendly chair because I really don’t trust it. 
 Attached to the contemporary chair, its rocking reminds me of a rocking chair – makes me 
think of a warm kitchen with an agar – comforting. 
Detachment to the environmentally friendly chair, so uncomfortable. 
Attached to the heirloom- memories of the past. 
 
21.   If you were to combine any features from the categories to make the perfect chair what 
would they be? 
(This is a list of all the documented comments) 
Would be nice if the comfy chairs were made from sustainable fabrics. 
Reasonably high so older people could get in and out easily.  Fairly high shaped back rest, 
good support and freedom of movement, soft and well padded. 
A chair cannot be bought in isolation and the whole room must be considered. 
 
Affordable and comfort. 
Comfy, stylish and environmentally friendly. 
Comfortable, stylish and practical are my main functions when purchasing and cost is  
variable if justified. 
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I value function most. 
Comfortable and simple design its what I like in a product.  
Designer classic and contemporary and affordable and environmentally friendly. 
Many people use lap tops in easy chairs now.  Would be interesting what type of chair would 
suit that type of use. 
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Appendix 2 
 
Furniture Industry 
 
The furniture industry generally, has not been known for enjoying a stimulating debate about 
design, connections with customers and product use.  There have been some notable 
manufacturing and retail exceptions to this, but overall the business is rather backward in 
developing itself.  This is in the face of a growth in interior design interest in the media as 
well as in business that should be a great stimulus. 
 
The furniture market has been a highly competitive area, since 1998 furniture sales have 
consistently increased year on year, until the recent credit crisis.  Reports have shown that the 
furniture market is intrinsically linked to the buoyancy of the housing market.  Increasing 
sales of houses and flats has a direct impact on the number of consumer moving occasions, 
which in turn has a direct positive affect on the size of the furniture market (Mintel,1998).  In 
1999 expenditure of furniture accounted for just over 16% of household spending.   
Therefore, according to the Office for National Statistics (Keynote 2000) it follows that the 
size of the furniture market is linked to the state of the economy.  The hierarchy of needs (as 
shown in section 7) means that consumer spending on basic needs will be prioritised in times 
of economic hardship.  Nevertheless the growth in this specific market is due to many 
different factors; external changes to the environment, life style changes and family make-up, 
technological advances to materials, production methods, developments in media and the 
consumers demands. 
 
Recently we have witnessed a radical re-appraisal in our attitudes towards our homes.  No 
longer do we simply need the basic necessities, we need to express ourselves, our position in 
society and our mind-set, so that not only are our physical needs met but so are our emotional 
needs met as well.  As a result, this has inspired people to think progressively about 
developing their furnishings and interiors, consumers are far more knowledgeable and 
conscious of how they embellish their homes.  
 
Consequently the furniture industry has to look to its laurels and think about how it will meet 
this challenge.  Charlotte Fiell believes products need to become objects of desire, they need 
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to go far beyond being aesthetically pleasing, functional objects (Fiell, 2001).Changes within 
the industry are already evident.   
 
Mintel Reports show the furniture retail industry has become fragmented: in addition to 
specialist furniture retailers, general retailers have expanded to include furniture sales also.  
These include DIY stores, supermarkets and chain stores.   
The retailers, Next, for example, although predominantly acknowledged for their clothing, 
have included products for the home, and is now fast becoming a lifestyle brand. 
 
Overall the number of businesses selling furniture has consolidated, forcing smaller furniture 
retailers out of business.  The idea of selling a ‘lifestyle’ or possibly a ‘schema' reflects this 
trend of needing to connect to people, and going far beyond the simple buyer-seller 
relationships. 
 
Copious amounts of media coverage on interiors and furniture inspires consumers to crave a 
certain lifestyle.  As many consumers aspire to keep up with ever evolving contemporary 
trends; our consumption of furniture has recently been at an all time high.  The head of 
furniture buying, for a leading department store states that, the home is an area predicted to 
increase in the future, partly as a result of consumers anxious reactions to world events – the 
home is seen as more of a haven, a safe place for the family.  TV programmes particularly, 
have been very influential in this” (Mintel, 2000).  In recent years this has certainly been true, 
to keep up many furniture retailers have been investing in a major refurbishment of their store 
collection, creating home environments that are more contemporary and inspirational” 
(Mintel, 2000).  A new way of shopping for furniture has been established, rooms in the 
home, such as kitchens and sitting rooms are now shown in shops, showing a corresponding 
meaning of social and psychological functioning.  “The influence of Lifestyle Retailing, 
which provides a total look for the home, is also becoming more important in the furniture 
retailing sector, through retailers such as IKEA, Next and Laura Ashley” (Mintel, 2000).   
In today’s busy society, consumers want off-the-shelf styling, many do not have time to 
source and combine various design ideas, they want to go and chose a style that suits and 
have it all done for them, so all they have to do is choose the products within that style range. 
The demographics have changed as well.  The most active shoppers in the furniture market 
are in the 25-44 age-band; as through this period they will be going through a huge lifestyle 
transition, replacing first time furniture, kitting out children’s rooms, and moving to a stage 
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where more leisure time is spent at home.  This is also an age group who are very home-
aware. 
 
Reports show that products for the lounge are responsible for the highest levels of 
purchasing, not surprisingly, as this is usually the centre of the home and the public face of 
the family or individual.  This room has a collective responsibility; of being a comfortable 
place to relax in the home; being a haven for varied activities; as well as being a venue for 
entertaining and socializing with guests.  This room reflects the personality and tastes and 
standards of the consumer, which elevates the importance of the furniture for this room.  
Emotion is clearly central to these demands. 
 
However after such a flourishing growth within the furniture industry the recent economic 
down turn is heavily influencing the markets everywhere, and it seems the late 1990s and 
early 2000s expansion period is over.  A recent Mintel report discusses protective strategies 
in Furniture Retailing - the area worst hit in an economic downturn.  The UK housing market 
has reduced radically and with house prices and the number of sales predicted to plummet 
this year; this is bad news for furniture retailers.  Again Mintel states there have been a 
number of victims in 2008, including Sleep Depot and New Heights, Ilva and ScS.  
Simultaneously specialist furniture retailers also have to fight an astonishing degree of 
competition from the big players from such as Tescos, Asda, Homebase, Next and M&S. 
 
Within the sectors of the financial services, the mortgage market is one of the most 
established, and it has experienced remarkable periods of change within the last two decades, 
and the velocity in which these changes occur shows no indication of declining.  
However the changes which lenders are now experiencing are some what different.  They are 
progressively confronted with challenges which are due to the “fallout from US sub-prime 
mortgage crisis and resulting in the credit crunch, which continues to exert significant 
pressure on the availability and cost of mortgage funding” (Mintel, 2008), which directly 
affects the furniture market as it becomes far less appealing for consumers to invest in the 
home, and increase value to it.  “Economic issues are undermining consumer confidence 
leading to greater reluctance regarding the purchase of big-ticket furniture items” (Mintel, 
2008).  Consumer spending looks set to slow down, with many consumers sitting tight and 
only purchasing when absolutely necessary, until time look more prosperous. “although 
Mintel is forecasting that consumer expenditure will be slower in the next five years 
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compared to the past: the economy as a whole is expected to do, if anything, slightly better”  
(Mintel, 2008).  However in the mean time furniture retailers need to look at how they can 
survive through the following five years.  They need to investigate the following issues, as 
stated by Mintel, 2008; 
 
 With a housing market slowdown and the consumer credit crunch what can the 
market do to encourage more purchases at times other than when setting up or moving 
home? 
 Cheap imports are creating havoc in the market, with goods from South East Asia 
putting UK manufacturers at a disadvantage. Are there any ways they can fight back?  
 What impact has the expansion of the supermarkets’ furniture ranges having on the 
specialists?  Are non-specialists increasing competition and driving down prices? If 
so, what can the specialists do to differentiate their offer? 
 How environmental concerns are assuming a greater importance in furniture 
manufacture and influencing product development. 
 IKEA has had a profound effect upon UK furniture retailing, but is it reaching 
saturation point? 
 What are the prospects for the UK furniture market given the worsening economic 
outlook? 
 
I would also add to these issues, furniture specialists should look more closely at the 
consumers they are designing for.  “When times get just that little bit tougher, it is even more 
important that consumer expenditure and behaviour is monitored that much more closely” 
(Mintel, 2008).  By doing this and researching the target consumer in depth, and gaining an 
understanding of their functional, moral and emotional needs they can supply products which 
are appropriate.  A target consumer refers to when the market is divided into essential 
measurable segments, which is based on buying behaviour data.  Segmenting makes it 
possible to fulfil the needs of specific segments more accurately.  This is a form of mass-
customisation, which is defined as custom tailoring by a company in accordance with its end 
users tastes and preferences.  Mass-customisation has the ability for a company to give its 
customers an opportunity to create and choose products to certain specifications. 
Although there are obviously limits to how specific retailers can be, by understanding the 
consumer they can build in emotion and encourage relationships to be built through their 
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products.  Such retailers need to recognise the importance of fulfilling the consumer 
holistically, it is evident that furniture can be highly personal to us; therefore the influence of 
psychological factors within this specific field may have a dramatic effect on the design of 
furniture and the ways in which we interact and develop emotional bonds with it. 
Retailers need to understand that consumers are changing and want more attention to be 
given to green issues, and more emotionally pleasing products in order to have a more ethical 
consumerism.   
Being smaller retailers they can implement such in-depth approaches, which will not attract 
the bigger players, therefore setting themselves  apart and  differentiating themselves as 
something very different and concentrating on making less, better, last longer! 
 
